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"What man has better painted the nineteenth century? The gallery of portraits

by Ingres, begun in 1804 and completed in 1861, is that not the most faithful

image of an epoch?" T ,

Leon Lagrange, 1867
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DIRECTORS' FOREWORD

Cursed portraits! They always keep me from

undertaking important things." Constantly

frustrated by slow progress on his portraits,

the paintings he called his "big enemies,"

Jean-Auguste-Dominique Ingres (1780— 1867) pretended

to prefer to paint grand public decorations and huge

altarpieces. But there was rarely a moment in his career

when he did not have a portrait on his easel and another

in the works. The demand for these portraits was unend-

ing, a reflection of the immense value placed on them. By

the end of Ingres's career, they were rightly considered

to be his immortal work, his legacy. One critic neatly tied

them to the artist's genre of choice, epic history painting:

"Ingres's portraits, worthy to be displayed next to those

of the greatest masters, should be considered true history

paintings: they are at once individuals and types."

Charles Baudelaire considered them to be "true portraits,

that is . . . the ideal reconstruction of the individuals." As

perfected reconstructions, Ingres's portraits are indeed an

ideal reflection of his period, the true image of an epoch

as it wished to be remembered.

Spanning six decades—the last years of the Revolution,

the Napoleonic Empire, the Bourbon Restoration, the July

Monarchy, the Second Republic, and the Second Empire

—

Ingres's gallery of portraits constitutes a Who's Who of

the ruling elite in France, the aristocracy of birth, beauty,

politics, wealth, and intellect. With 42 paintings, 101

independent drawings, and 22 studies, this exhibition

—

the first in Great Britain or the United States to be devoted

to Ingres's portraits— is the most extensive of its kind in

132 years. Not since the memorial exhibition organized at

the Ecole des Beaux-Arts, Paris, in 1867 have so many of

the artist's portraits, painted and drawn, been brought

together. For its remarkable size and scope, we are

indebted to a host of generous private collectors, museum

directors, and curators across Europe and America.

Rarely have so many possessors so willingly parted with

their greatest masterpieces in order to enjoy the delights

of such a grand reunion. On the behalf of the fortunate

visitors to the exhibition, we express our thanks.

We congratulate the curators— Philip Conisbee,

Christopher Riopelle, and Gary Tinterow—for their

success in assembling the exhibition. For their informa-

tive texts, we thank the many contributors to this cata-

logue, which has been produced with the support of the

Doris Duke Fund for Publications. The exhibition is sup-

ported in Washington by Airbus Industrie. In New York

the exhibition is supported by The Florence Gould

Foundation. Finally, it is our pleasure to recognize the

Federal Council on the Arts and Humanities for grant-

ing U.S. Government Indemnity and the Department of

Culture, Media, and Sport for granting British Govern-

ment Indemnity.

Neil MacGregor

Philippe de Montebello

Earl A. Powell III
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NOTE TO THE READER

All works illustrated in this book are by J.-A.-D. Ingres

unless otherwise stated.

The first six chapters following the introduction offer a

chronological overview of Ingres's portraiture. At the end of

each chapter are the corresponding catalogue entries arranged

in two chronological sections, the paintings preceding the

independent drawings. The last two chapters discuss, respec-

tively, the critical reception of Ingres's work during his life-

time and his collaborations with his students and other artists.

The dates given for works in this exhibition were assigned by

the authors of the catalogue entries. In most cases, they also

compiled the provenances, exhibition histories, and reference

lists for the catalogued works. Additional information provided

by Eric Bertin is indicated by his initials in brackets: [eb].

Information about mediums, dimensions, and inscriptions

was supplied by the owners of the works. The paper on which

drawings were made is white unless otherwise noted. Dimen-

sions are given with height preceding width. Measurements

are given in centimeters and to the nearest eighth of an inch.

Unless otherwise indicated, catalogued works will be

exhibited at all three venues: London, Washington, and

New York.

The letter "W" refers to Georges "Wildenstein's Ingres, a

catalogue raisonne of the artist's paintings published in 1954.

Similarly, the letter "N" refers to Hans Naef's Die Bil-

dungs^eichnwigen von J.-A.-D. Ingres, a catalogue raisonne of

Ingres's portrait drawings published in 1977—80. Works by

Ingres mentioned but not illustrated in this catalogue are

identified by their Wildenstein or Naef number; if the work is

in a public collection, that information is given as well.

Bibliographical references are cited in abbreviated form in

the catalogue entries and in the chapter notes. The corre-

sponding full citations will be found in the bibliography that

begins on page 557.

Catalogue entries are signed with the author's initials,

which are listed in the following key:

p . c . Philip Conisbee

M . M . G . Margaret Morgan Grasselli

K.j. Kimberly Jones

h.n. Hans Naef

c . R . Christopher Riopelle

a . c . s . Andrew Carrington Shelton

G . t . Gary Tinterow

N . Y . Nancy Yeide
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INGRES'S PORTRAITS AND
THEIR MUSES
Robert Rosenblum

Toward the end of a century in which the most

revolutionary art attempted to annihilate vis-

ible, earthbound realities and waft us to more

exalted, imaginary domains, it may come as a

shock to realize that the venerable traditions of portrai-

ture are once again alive and well. While the conquests of

modernism temporarily buried artists' recurrent fascina-

tion with the unique data that add up to a particular per-

son, the late twentieth century has witnessed infinite

legions of singular people—formerly threatened by

Machine Age uniformity and the iconoclasm of abstract

art—begging to be scrutinized once more. Wherever we

look in the last decades, particular faces keep turning up,

whether in the paparazzi portraiture ofAndy Warhol, the

private worlds of Gilbert & George, the disarmingly

magnified mug shots of Thomas Ruff and Chuck Close,

or the self-portrait disguises of Cindy Sherman and

Yasumasa Morimura. And, as usual, the concerns of new

art change the way we look at old art. Amazingly, we had

to wait until 1996 for eight decades of Picasso's art to be

surveyed for the first time as the work of an important

portraitist,
1 much as other recent exhibitions have turned

to older masters such as Degas and Renoir
2
in order to

focus exclusively on their achievement as interpreters of

specific people. In this recent rearrangement of subject

priorities, many artists once neglected by modernism

have taken on unexpected allure, so that, for instance, the

cosmopolitan territory of high-society portraiture circa

1900—the world of Sargent, Boldini, Zorn, Blanche 3—
has begun to take shape as an important chapter in the

history of art.

As for Ingres, however, his achievement as a por-

traitist hardly needed to be rediscovered. Both in his

paintings and drawings, the scrupulous depiction of

his contemporaries—whether family, friends, wealthy

patrons, or sitters as famous as Napoleon and Cherubini

—

had always formed a major category of his work that

demanded equal time with his intellectually more ambi-

tious paintings. Given Ingres's own position as guardian

of the academic faith that put the depiction of mere con-

temporary mortals on a far lower level of subjects than,

say, the idealized recreation of Jupiter or the Virgin, pos-

terity's clear preference for his portraiture over his his-

tory painting would presumably have made the master

turn in his grave. Yet, like his own teacher David, Ingres

never stopped making portraits, mirroring through his

sitters the rapidly changing fashions, decor, and person-

alities of two-thirds of the nineteenth century, from 1800

to 1867, the year of his death. Moreover, like David, he

gave his portraits almost as much prominence in the

official displays of his work as he did his narratives from

mythology, the Bible, or history; they usually figured in

the Paris Salons, where he exhibited regularly from 1802

to 1834, as well as in later group shows or one-man exhi-

bitions that took place outside the Salon.

Most telling was what was shown at Ingres's official

apotheosis, a major retrospective of sixty-nine 4 paintings

held in 1855 on the occasion of the Exposition Univer-

selle. Though he often grumbled about wasting his time

on something as lowly as portraiture—after being cajoled

back to earth by the entreaties of the rich and the famous,

the high and the mighty, when he should have remained

in the company of Homer and the Virgin—he apparently

had no objections at all to mixing together with his most

ambitious history paintings more than a dozen portraits

of his contemporaries. And this number would total

more than forty if one expanded the definition of his

portraiture to include a state portrait and an allegory of

Napoleon I, a Neo-Roman profile bust of Prince Napoleon,

two scenes of Pope Pius VII holding services in the Sis-

tine Chapel, and a group of Neo-Gothic portraits of

members of Louis-Philippe's family masquerading as

their namesake Christian saints in the guise of cartoons

for stained-glass windows.

Installation shots of the 1855 retrospective (figs. 2, 3)

show clearly how Ingres's portraits were integrated into

the totality of his work rather than being relegated to a

different part of the display; they also demonstrate with

equal clarity the continually shifting proportions of the

facts of portraiture and the fictions of ideal art that he

Opposite: Fig. 1. Detail ofMadame Moitessier Seated (cat. no. 134)



Fig. 2. View of the Ingres

installation at the Exposition

Universelle, Paris, 1855

often juggled to blur the distinction between these two

realms. Even looking at the most famous symbol of

Ingres's academic orthodoxy, The Apotheosis ofHomer

(fig. 4), which had originally been designed as a ceiling

painting for the Louvre but had been moved for the retro-

spective from these mythological heavens to a vertical

wall much closer to earth, we begin to realize that it, too,

is a portrait gallery. Looked at this way, the painting, with

its ritualized veneration of eternal classical values, is

hardly so incompatible with the portraits oftwo of Ingres's

illustrious contemporaries that were hung directly below

Fig. 3. View of the Ingres installation at the Exposition Universelle,

Paris, 1855

it, on either side of The Virgin with the Host: those of

Comte Mathieu Mole (fig. 158), a prime minister under

Louis-Philippe, and Comtesse Louise d'Haussonville (cat.

no. 125), a distinguished woman of letters (and grand-

daughter of Madame de Stael). The attention Ingres has

given to the details of his sitters' clothing and hairstyles,

for instance, also belongs to the same vision with which

he reincarnated the cultural titans of a more recent past

—

Shakespeare, Poussin, Moliere, Gluck, et al.—whose

appearances he could reconstruct from historical data

copied from portraits made by their own contemporaries.

For want of such information, the features of most of the

classical men (and one woman, Sappho) in the upper

ranks tend to be generically antique. Moreover, cropping

these relative newcomers to the classical Hall of Fame at

the waist makes them appear to be rising from the gravity-

bound domain of the real world below the frame, just

beginning their arduous, stepwise ascent to the most ideal-

ized heights of classical perfection.

In the 1855 installation, that real world is firmly

anchored in Ingres's sharp-eyed depictions of sitters

culled from the history of his own lifespan: the First

Empire, the Bourbon Restoration, the July Monarchy,

and the Second Empire. Yet these nineteenth-century

men and women could also be transported by him to a

realm of ethereal purity, where the classical gods reside

forever. Napoleon, for instance, was presented by Ingres

at the 1855 retrospective as both the most palpable of

mortals and the most airborne of deities. In a painting of
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1804 (cat. no. 2), the thirty-five-year-old emperor-to-be

is shown as he appeared in Liege on August 1, 1803,

wearing a consular uniform rendered with such precision

of red velvet and gilded ornament that we feel it could

almost be lifted right out of the painting and placed on a

mannequin in a museum vitrine. But in another, posthu-

mous vision of Napoleon I (fig. 5), commissioned in 1853

as a ceiling decoration for the salon of the new emperor,

Napoleon III, at the Hotel de Ville, the ancestral emperor

has soared even higher than the empyrean of Homer.

Now presented in a state of ideal nudity like an antique

god or warrior, Napoleon I, accompanied by a wreath-

bearing allegory of Fame, is borne to the Temple of

Immortality in a golden quadriga, while on the horizon

below, a mountainous view of the exiled Napoleon's final

residence, Saint Helena, is left behind, an earthbound

memory of nineteenth-century historical fact. 5

But even in his portraits of people less susceptible to

mythmaking than Napoleon, Ingres would often attempt

to cross the seemingly unbridgeable gulf between the

demands of portrait likeness and the Olympian heights of

the academic tradition. In doing so, he was reviving the

situation confronted by Sir Joshua Reynolds, who, from

the 1760s on, often adjusted the empirical requirements of

painting recognizable portraits of friends and aristocratic

patrons to his own idealistic dream that Britain might at

last absorb the abstract beauty of form and myth that was

the legacy of Greco-Roman and Continental art. Working

against the nineteenth century's ever-increasing demand

for pictorial truths that were visible, specific, and mate-

rial, Ingres tried in countless ways to elevate his portraits

to more exalted planes than mere mirror images. At times,

he would openly quote a broad span of art-historical

sources that could cover antiquity and the Middle Ages as

well as such old-master paragons as Raphael, Holbein,

Bronzino, and Poussin. Elsewhere, he would juxtapose

perceived facts with allegorical fictions. And often, he

would subtly adjust the posture and expression of his sit-

ter, so that they might evoke the mythic aura of an ideal

personage culled from classical or Christian imagery.

So it was that hanging beneath The Apotheosis of

Napoleon at the 1855 retrospective were three portraits

that may well represent the range of Ingres's varying

mixtures of the extremities of modern facts and inherited

fictions. In the middle hung a portrait of a patron of the arts

and one of the primary organizers of the Exposition Uni-

verselle, Prince Napoleon (fig. 6). Its placement directly

under the apotheosis of the prince's uncle Napoleon I, as

well as its repetition of the round format of the lofty alle-

gory, helped to mythologize the newest political branch

of the Bonaparte family tree—an allusion further under-

lined by the transformation of the image of the thirty-

three-year-old sitter into a Roman profile portrait bust in

trompe l'oeil relief, as if the new prince had assumed the

attributes of a Roman ruler. It was the kind of historical

disguise that harked all the way back to one of Ingres's ear-

liest portrait drawings, that of the French actor Brochard

in the costume of a helmeted Roman (cat. no. 16), also
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Fig. ;. Studyfor "The Apotheosis ofNapoleon I" 1853 (W 271). Oil

on canvas, diam. 19 V in. (48.9 cm). Musee Carnavalet, Paris

executed in a style that imitated the classical cameos and

medallions whose compressed, shadowless spaces so often

inspired Ingres.
6
(Ironically, both these ostensibly time-

less Napoleonic allegories of 1855 were victims of the rapid

reversals of nineteenth-century politics and would be

destroyed by fire during the Commune of 1871.)

Fig. 6. Napoleon-Joseph-Charles-Paul Bonaparte, called Prince

Napoleon, 1855 (W 277). Destroyed

Flanking the bust of Prince Napoleon were two por-

traits of other famous contemporaries that descended to

the most empirical world of photographic truth. "Photo-

graphic" may be an anachronism in the case of the por-

trait of the businessman and journalist Louis-Francois

Benin (cat. no. 99), first shown at the Salon of 1833, since

the invention of photography was not officially declared

until 1839. But Ingres, like Delaroche, Horace Vernet,

and other painters working at the same time as the pio-

neer photographers, Niepce and Daguerre, often seemed

to share their positivist goals of capturing absolute visual

truth. Moreover, Ingres's own master, David, had already

pointed the way to Monsieur Benin. Some of his male

portraits—that of Cooper Penrose (1802; San Diego

Museum of Art) and, above all, that of his friend and

fellow political exile in Brussels, Emmanuel-Joseph

Sieyes (fig. 7)—prefigure Ingres's masterful deception of

offering nothing but unedited visual facts. And they also

employ the monochromatic tonalities that foreshadow

the sepia tints so conspicuous in Monsieur Benin and in

early photography. In the portrait of Sieyes, David,

though as much a propagandist for classical idealism as

Ingres, nevertheless makes us marvel at the rendering of

the glints of light that touch the chair arm and the tobacco

box and at the painstaking record of every wayward curl

of the sitter's closely cropped auburn hair. This hyper-

realist vision is pushed further in Ingres's depiction of

Bertin, as if we were observing the sitter and his setting

with a still more powerful magnifying glass. Now the

touches of light on the chair arm and, still more diminu-

tive, on the watch fob contain reflections of a mullioned

window; and the myriad locks of disheveled hair, along

with the wrinkles and creases of flesh and clothing,

appear to have reached an even greater infinity of detail.

Moreover, the head-on impact of Sieyes—an almost pal-

pable presence who stares directly at the spectator—is, if

anything, further intensified: Bertin's overwhelming bulk

and scrutinizing gaze can instantly humble the viewer.

Ingres's mimetic genius reaches its fullest statement here.

Not only does he create a daguerreotype avant la lettre,

but he also offers to late-twentieth-century eyes an unex-

pected ancestry for the quasi-photographic, confronta-

tional portraiture of Alfred Leslie and Chuck Close.

Yet Ingres's illusion of unmediated reality (for which

there were, after all, as many preparatory drawings as

there were for most of his ideal figures [see cat. nos. 100,

101, figs. 178, 179]) could also echo backward through the

corridors of art history. One critic in 1833 was reminded

of the obsessively realist portraits of wrinkled old men
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and women that had made the modest fame of the Ger-

man painter Balthasar Denner (1685— 1749; fig. 294).' But

in our century, a far loftier prototype has been cited

—

Ingres's lifelong idol, Raphael,
8 who, in his portrait of

Leo X (almost as weighty a presence as Bertin), had also

included a window reflection on the glistening knob of

the papal chair. Apart from locating Ingres's inspiration

in such contradictory sources as Denner and Raphael,

responses to this seemingly unmitigated record of per-

ception could also transform it into a social symbol tran-

scending the particular sitter. So it was that in 1855,

Theophile Gautier, surely Ingres's most observant, artic-

ulate, and tolerant critic, referred to the then-deceased

sitter as a "bourgeois Caesar," 9 a quip that might have

been equally applicable to Prince Napoleon, portrayed

nearby. Indeed, for Ingres's contemporaries, as for us,

Bertin could quickly move from mere looking-glass truth

to a social symbol of the July Monarchy, much as the

Comte de Pastoret (cat. no. 98), with its close paraphrase

of the refined demeanor of a portrait by Bronzino (fig.

174),
10

could become a symbol of the revival of ancien

regime aristocracy during the Bourbon Restoration.

Paired with Bertin, on the left side of Prince Napoleon,

was a portrait of one of the artist's close friends, the re-

nowned Florentine composer Luigi Cherubini, who had

lived and worked in Paris since 1788 and whose musical

and artistic ties with Ingres had already been confirmed

in 1826, when his Coronation Mass was performed in the

cathedral of Ingres's native city, Montauban, to celebrate

the installation of The Vow ofLouis XIII.'
1

Cherubini's

portrait exists in two versions, which repeat as well as

contradict each other. In one, dated 1841 (cat. no. 119), the

sitter, then eighty-one years old, seems to belong to the

same quasi-photographic domain as Monsieur Bertin—

a

largely monochromatic ambience in which we can scruti-

nize every last wrinkle of the composer's black cape and

aging flesh, and every last curl of his white hair and

Legion of Honor rosette. Should we choose to look more

closely, we can even read the titles on the spines of three of

his operatic scores—Me'de'e, AliBaba, Les DeuxJournees—
propped up behind him on a table. These past achieve-

ments move into the present tense with the quill pen and

blank music score, on which he will soon jot down the (to

us) inaudible sounds that must account for his expression

and pose of intense concentration (index finger and hand

against temple, as in many daguerreotypes of the 1840s).

We seem to be intruders here in the cloistered realm of

genius at work, where the sitter is consistently anchored

to such material facts as a chair and a table.

Fig. 7. Jacques-Louis David (1748— 1825). Emmanuel-Joseph Siejes,

1817. Oil on canvas, 33^ x 28^ in. (86 x 72 cm). Fogg Art Museum,

Harvard University Art Museums, Cambridge, Massachusetts

That Ingres could aspire to far more exalted climes is

revealed by the other version of the portrait (fig. 8).
12

One of the first paintings ever to be recorded as a

daguerreotype, in late 1841,"' it was acquired by the king

in June 1842, shortly after the composer's death. When

this more ambitious version was exhibited at the 1855

retrospective, to the left of Prince Napoleon, it was subti-

tled "portrait historique." The use of the word "historique"

suggests a shift from the empirical world to the eternal

realm of history painting—a feat accomplished not only

by removing the modern table and chair from Cherubini's

study and letting his arm rest on a polychrome, Neo-

Pompeian column base, but, more conspicuously, by

including behind him the classical personification of

Terpsichore, the Muse of Choral Song and Dance, who

with one arm cradles her lyre and with the other

inspires and protects her human charge. The conceit

recalls Reynolds's earlier efforts to lift from earth to

heaven such contemporary sitters as the actor David

Garrick, who is torn between the Muses of Comedy and

Tragedy, and the actress Sarah Siddons, who is raised to

Michelangelesque heights as the Tragic Muse. But in

Ingres's vision of modern genius and timeless Muse, the
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collision of these separate realms is much harsher, forcing

us to seesaw rapidly between sharp-focus truth and classi-

cal idealization.

It is a clash that is spatial as well as conceptual, for the

startlingly abrupt foreshortening of Terpsichore's arm

makes her hover, despite her sculpturesque modeling,

like a displaced spirit, oddly compressed between the

opposing realms of near and far, fact and fiction. Yet her

ideal character, underlined by the marble whiteness of

her tunic, is also tinged with a surprising reality, as if she

were coming to life. The flesh of this Muse is pink, her lips

and cheeks red. And as her features take on a specificity,

we begin to realize that they in fact belong to a particular

person whose portrait Ingres drew in 1841, Clemence de

Rayneval, the sister of the French ambassador to Rome

(fig. 9).
14 The Muse, then, begins to slip from Olympus

down to the realm of contemporary portraiture, and the

painting is almost transformed into a double portrait. She

can, however, ascend once again to a different sphere of

eternity, evoking another recurrent source of inspiration

for Ingres, Poussin's Self-Portrait of 1650 (fig. 10). This

venerable image of the ancestral deity of French classical

painting (whose time-bound features and clothing had

already been reincarnated by Ingres on the foreground

steps in The Apotheosis ofHomer) contains at the left a

mysterious female profile, an unexpected presence that has

Fig. 8. Cherubini and the Muse ofLyric Poetry, 1842 (W 236). Oil on

canvas, 41V. x 37 in. (105. 1 x 94 cm). Musee du Louvre, Paris

been interpreted most persuasively as a personification of

the art of painting,
1

' a personal muse who, like Cherubini's

Terpsichore, could elevate the sitter to a far higher plane.

Poussin's muse was to trigger Ingres's imagination in

a far more magical way when her image later reappeared

as a mirror reflection in the 1856 portrait of Madame Ines

Moitessier (fig. 1, cat. no. 134). This feminine profile

—

like Poussin's muse, which might at first be perceived as

simply a fragment of a canvas stacked against the walls of

the artist's studio—may be read initially as an optical

truth that happens to mirror the sitter's own profile at

exactly the right angle. Yet the sitter and her reflection

swiftly soar far above the laws of optics. For one,

Madame Moitessier's pose has been recognized since

Ingres's own lifetime as having a Pompeian origin: it is

now well known that she is assuming, almost as in a

learned charade, the pose of an allegorical figure (usually

identified as Arcadia) in a fresco from Herculaneum that

was often copied in the nineteenth century.'
6
So it is that,

for all the material splendor of her setting and costume

(her spectacular white silk dress bursting with bouquets

of roses was the latest word in Second Empire fashion),

Madame Moitessier seems transformed before our eyes

into something remote and oracular—a metamorphosis

that unfolds still further when we go through the looking-

glass that covers almost the entire wall behind her.

There, the descendant of Poussin's muse presents an

even more unapproachable female persona, a filmy vision

of ideal beauty and mystery whose eyes, like those of a

classical bust, will remain forever open and whose

profile, like that on an ancient relief, transports her to the

same incorporeal realm in which Ingres, the year before,

had located Prince Napoleon. But even in this other-

worldly mirror image, we are obliged to return to mid-

nineteenth-century reality by the full disclosure of the

elaborate lace and ribbons adorning Madame Moitessier's

cache-peigne cap. And, back on our side of the mirror,

we begin to realize that this motionless sphinx can return

to earth as a grande dame seated on a tufted pink damask

sofa so palpable that, together with the gilt console and

peacock-feathered fan, it might be moved to a period

room displaying the conspicuous luxury of Second

Empire decorative arts.

In this and many other portraits, the contemporary

prose of a sitter's features, clothing, and surroundings

could merge seamlessly with the poetic extremes of

Ingres's ideals of purity of form and nobility of subject,

ideals he attempted to isolate in his many icons of classi-

cal and religious perfection. One of the most famous of
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Fig. 10. Nicolas Poussin (1594— 1665). Selj-Portrait, 1650.

Oil on canvas, 38^ x 29
1

,/ in. (98 x 74 cm). Musee du

Louvre, Paris

these, the 1854 Virgin with the Host (fig. 11), was hung

directly below The Apotheosis ofHomer at the 1855 retro-

spective, affirming in Christian terms the axis of symme-

try so conspicuous in the classical hierarchy above it.

This inflexible ideal could even be. adapted to the images

of the wealthy and powerful women who managed to

coax Ingres into recording them for posterity. In this,

Ines Moitessier was twice blessed. Her reincarnation via

Poussin and Roman painting as a modern sibyl was pre-

ceded, in the 1851 portrait (cat. no. 133), by her transfor-

mation into something akin to Ingres's many fearsome

images of the Virgin as the celestial epitome of femi-

nine power and majesty. Holding her pearl necklace and

fan as if they were emblems of regal authority, Madame

Moitessier seems to reign from a height that would hum-

ble a mortal spectator. Her implacable frontal gaze, fixed

forever in the perfect oval of a head crowned by a halo of

roses, further coincides with Ingres's fantasies of the Vir-

gin's imperious beauty. Yet if Madame Moitessier dou-

bles here as Ingres's queen of a Christian heaven, she

might also be transported to Olympus as a descendant of

David's 1799 portrait of Madame de Verninac (fig. 41),

referred to as a "calm and beautiful Juno.'"
7

Juno and Minerva were, of course, no strangers to

Ingres, and they, too, provided ideal molds for his por-

traits. In 1854, when he depicted them as part of a series

of six decorative medallions of deities for the Paris resi-

dence of the architect Jacques-Ignace Hittorff, his friend

and occasional collaborator, Juno subtly bore the features

of the architect's wife. As for Minerva, she needed only to

remove her helmet to reveal her identity with Hittorff's

daughter Isabelle (fig. 12).
,s

Isabelle was again painted by

Ingres, in precisely the same round-medallion format

(fig. 13), not later than 1856, the period of Ines Moitessier's

deifications.' 9 Here, young Isabelle, in her early twenties,

is transformed into one of the more bizarre creatures of

Ingres's imagination, a head of such fearful symmetry

and egg-shaped perfection that it might belong to an alien

race. Beneath the unnaturally pure arcs of her eyebrows,

which appear to continue uninterrupted into the bridge of

her nose, she looks down from an abstract blue Olympus

with the haughty, walleyed gaze that so often prevents

Ingres's sitters from communicating with mere earthlings.

Again we see that, like a modern Pygmalion, Ingres

could turn ideal marbles into living beings or, reversing

directions, could metamorphose his sitters into divinities.
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In this context, it is telling that one of the most important

Ingres discoveries of the last decades was a painting of

1852-53 described by the artist as an "ebauche pour une

Venus, portrait-tableau," that is, a study for a painting of

Venus that was also a portrait of a woman who, in fact,

can be identified as Antonie Balay, a member of a grand

family from Lyons (fig. 14).
2°

These recurrent contacts with Olympian ideals of the

human face and body—culled largely from a repertory

of painting and sculpture by ancient Romans who them-

selves had often recreated their imperial rulers as gods

and goddesses—may partially account for the way

Ingres's sitters, particularly women, so often transcend

recognizable likeness, making us wonder about the pro-

portions of modern flesh to ancient marble that fuse

miraculously in order to create, for instance, the Comtesse

d'Haussonville (cat. no. 125). Although we may recognize

some of the antique sources—statues of Polyhymnia and

Pudicity, among others
21—that seem part of the sitter's

very being, would we recognize this person herself

were she to rise from the dead? We are persuaded, how-

ever, that we would immediately recognize her dress or

the bric-a-brac on her mantelpiece—a guess that was

confirmed in 1985 by Edgar Munhall's illuminating study,

which brought to light the jewelry, the porcelains, the

fabrics that Ingres had fixed forever on the mirrorlike sur-

face of his canvas.
22 Of such tangible facts, costume

(whether modern or historical) usually had the lion's

share of Ingres's attention. It was certainly one of the rea-

sons for his attraction to Holbein's portraits, which must

also have appealed to him for their low-relief modeling as

well as their precision of outline, which often silhouetted

the sitters against monochrome backgrounds made even

flatter by inscriptions giving their names and dates (a

device Ingres himself would use in the portraits of Bertin

and Madame Moitessier, among others). When Ingres

copied one of the versions of Holbein's famous portrait of

Henry VIII (fig. 15),
23 he scrutinized every detail of the

king's clothing and jewelry as fully as he did the face. But

this was precisely what he would also do when drawing

living sitters, such as the painter Charles Thevenin

(cat. no. 74). With a quick change of wardrobe, Ingres's

drawing of Holbein's sixteenth-century king might slip

unnoticed into his painstaking accounts ofhow nineteenth-

century people looked and dressed.

Of Ingres's many hybrids of contemporary portrai-

ture and remembered art and history, none reaches more

stupefying heights than the state portrait of Napoleon on

his imperial throne (cat. no. 10), which, in its willful

Fig. 11. The Virgin with the Host, 1854 (W 276). Oil on canvas,

mounted on wood, diam. 44'^ in. (113 cm). Musee d'Orsay, Paris

eccentricity, provoked a battery of hostile criticism at the

Salon of 1806.
24 By comparison, other official portraits of

1805—6 by Ingres's contemporaries, including David,

Francois Gerard, and Robert Lefevre, offer relatively

conservative solutions to the problem of legitimizing the

brand-new emperor of France. Lefevre's Napoleon, for

instance (fig. 68), looks as though he had quietly usurped

the throne of a Bourbon monarch. In his ermine and vel-

vet robes (which now, however, bear the symbol of the

Napoleonic bee), he stands before the imperial globe,

scepter in hand, in a variation of the aloof posture of

command and superiority familiar to the succession of

eighteenth-century state portraits that begin in 1701 with

Rigaud's Louis XIV (Musee du Louvre, Paris) and end in

1789 with Callet's Louis XVI (Musee Bargoin, Clermont-

Ferrand). The turbulent gulf between the ancien regime

and the Empire seems to have been bridged uneventfully.

By contrast, Ingres's vision of Napoleon presents a

startling, though eerily timeless intruder, whose almost

extraterrestrial character is intensified by the icy over-

head lighting, which one critic likened to moonbeams. 25

Such otherworldliness is also underlined by the obses-

sively detailed replication of Napoleon's coronation

regalia, an awesome profusion of luxurious textures, pat-

terns, and precious jewels and metals fit for a celestial

god—an abundance that, on more earthbound levels,

would be a recurrent theme in Ingres's portraiture,
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Fig. 12. Minerva, 1864 (W 267). Oil on canvas, diam. 13 in. (32 cm). Fig. 13. Isabelle Hittorff, later Madame Gaudry, before 1856. Oil on

Wallraf-Richartz-Museum, Cologne canvas, diam. 13 in. (33 cm). Musee des Beaux-Arts, Grenoble

whether in the drawn copy of Henry VIII's doublet or

the spectacular painted inventories of his female sitters'

wardrobes and jewel boxes. Perhaps most strange is

Napoleon's posture, which imposes a titanic immobility

upon the swift reversals of political power that marked

the origins of modern French history.

Many sources have been proposed for this image of

omnipotent authority, including the supreme deities of

the classical and the Christian worlds: on the one hand,

Phidias's Olympian Jupiter (which Ingres would use

more literally for his Jupiter and Thetis of 181 1 [fig. 92])

and, on the other, Jan van Eyck's God the Father from

the Ghent altarpiece (then displayed in Paris as part of

Napoleon's loot; fig. 75).
26 To this fusion of classical

idealism and Late Gothic hyperrealism can also be added

an encyclopedic portrait gallery of pre-Bourbon French

monarchs, an association that would permit Napoleon to

join a more venerable dynasty. The Recueil des roys, a

popular late-sixteenth-century compendium of historical

texts and images ranging from Clovis to Francois I (who

had commissioned the survey), might well have provided

archetypes of French medieval authority that could push

Ingres's youthful imagination to still further excesses.
27

Such works as the sixteenth-century fantasy portrait of the

sixth-century Frankish king Clotaire I (fig. 16) foreshadow

the magical mold of supernatural power and splendor

into which Ingres would fit the new emperor, who, during

Fig. 14. Venus on Paphos (Antonie Balay), 1852. Oil on canvas, 36 x

27V in. (91.5 x 70.5 cm). Musee d'Orsay, Paris

ingres's portraits and their muses



Fig. 15. After Holbein. Henry VIII, ca. i8i5~2o(?). Graphite on Fig. 16. Clotaire I, from Recueildes roys, late sixteenth century,

paper, 9'/ x6 7/
s
in. (24 x 17.; cm). Private collection Bibliotheque Nationale de France, Ms. fr. 2848, fol. 2or

the time his portrait was exhibited, was hardly fixed for

eternity in the remote corridors of history but was instead

leading his troops against the Prussians. Ingres himself, we

might add, also kept one foot in reality. At the same

Salon, he exhibited a self-portrait of 1804 (see cat. nos. 11,

147) that, although later repainted, originally showed the

artist before a blank canvas. With a greatcoat casually

tossed over one shoulder in a preview of the way he

would depict the cape of another genius at work, Raphael

(fig. 127),
28
he presents himself, cloth in hand, preparing

what would in later reworkings of the painting become

the underdrawing for the portrait of his friend the lawyer

Jean-Francois Gilibert (cat. no. 5). And this virtual

advertisement for his professional credentials was glori-

ously amplified at the Salon with the family portraits

commissioned by a minor civil servant of the Empire,

Philibert Riviere (cat. no. 9, figs. 57, 58).
29

While these early masterpieces clearly announce that

Ingres could descend from Napoleon's Valhalla to deal

for a moment with less famous contemporary patrons and

their offspring, even they hold constant reminders of

more high-minded things. In the earliest of the three

Riviere portraits, and the one most indebted to David,

the paterfamilias is seated next to a haphazard array of

objects that turn out to be calculated references to recent

as well as remote genius. The bindings of the books

inform us that two of the volumes contain the works of

Rousseau, whereas the name on the unbound cahier is

Mozart, who, being only twenty-four years Ingres's

senior, would later figure in The Apotheosis ofHomer as

the immortal closest to the painter's own generation. In

the foreground of this still life of books and papers, art is

added to music and literature in the form of a print after

Raphael's Madonna della Sedia (fig. 17), which had already

mesmerized the precocious Ingres by the early 1790s,

when he saw a copy of it made by his first art teacher,

Joseph Roques—an epiphany he later described as being

"like a star that had fallen from heaven." 30
Raphael's paint-

ing, in fact, went on to live many different lives in Ingres's

work. It could be an appropriate stage prop in his narrative

scenes from sixteenth-century historical legend, including

Henry IV Playing with His Children (W 113; Musee du

Petit Palais, Paris) and Raphael and the Fomarina (fig. 127),

or the source of a headdress he favored, a turban known
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as a scuffia, which is also worn in Raphael's portrait of La

Fornarina (fig. 60) and which turns up often in Ingres's

bathers and odalisques as well as in his recreations of the

story of Raphael and his legendary love and inspiration.'
1

Formally speaking, the coiling rhythms of flesh and

fabric in the Madonna della Sedia may also provide a point

of departure for Ingres's portrait of Philibert Riviere's

wife, Sabine (cat. no. 9), who in fact looks as though she

were painted by a far more daring artist than the one who

painted her husband. As revealed by X rays,'
2
she was

originally seated against a chairback, but the perpetuum

mobile of arabesques, beginning with the Neo-Gothic

quatrefoil pattern inscribed on the furniture frame in the

lower right, finally triumphed over such a gravity-bound,

sedentary structure. The result is a coloratura aria on a

theme by Raphael, in which a dominant motif of the

Madonna della Sedia—the mixture of a chair fragment

with a cushioning roundness of clothing and exposed

flesh— is brought to the highest pitch of caressing

embellishment. Raphael's lucid circularity becomes a ser-

pents' nest of ovoid patterns; his amply modeled figures

and draperies are compressed to shadowless reliefs; his

decorative fringes now quiver like sea anemones with

delicately pulsating life. As for the robust limbs and soft,

plump fingers of Raphael's mother and infants, these nor-

mative anatomies are attenuated to audacious extremes,

as if the sitters' flesh and bones were elastic enough to obey

the artist's every command. In Ingres's hands, Raphael's

more generalized rendering of textures takes on the sharp-

focus precision of clothing and jewelry perceived as if

through a magnifying glass, permitting us to discern every

stitch of the cashmere shawl's minuscule pattern of exoti-

cally stylized leaves and fruit.

Raphael's ghost would be reincarnated in countless

and often unexpected ways throughout Ingres's career,

inhabiting his portraits as well as his more explicit

homages to what he considered the perfection of the

master's religious art. For instance, the portrait of the

Rivieres' thirteen-year-old daughter, Caroline (fig. 58),

has been seen as recalling, in its almost embalmed pose

and gesture, Raphael's La Fornarina (fig. 60), which also

haunted many of Ingres's nudes. 33 Then there is the drama

of the parted green curtains that Raphael used to disclose

the luminous vision of The Sistine Madonna (fig. 18).

When he painted The Vow ofLouis XIII (fig. 146), Ingres

resurrected this trompe l'oeil theater as an undisguised

acknowledgment of his venerable prototype, but this

Raphaelesque motif was also echoed more subtly in his

portraiture. The similar curtains in the background of the

1804 Bonaparte as First Consul (cat. no. 2), which are

drawn back to reveal the cathedral of Saint-Lambert in

the Liege suburbs (damaged by Austrian bombardment

in 1794 and later reconstructed, thanks to Napoleonic

benevolence), might be only a coincidental parallel to the

religious revelation of the Raphael's heavenly draperies.

However, their appearance in the uncommonly dramatic

portrait of Caroline Murat (cat. no. 34) is probably a much

closer paraphrase. Here, the parted green curtains create

the sudden illusion of grandeur, allowing us to see for a

moment the queen of Naples, who reigns above us in an

image that, as Carol Ockman has pointed out, 34 mirrors

almost exactly Ingres's consular portrait of Bonaparte,

the sitter's brother. Caroline's head, framed by window

mullions and crowned by a flurry of black plumes, rises

even higher than the clouds of Vesuvian smoke that are

disclosed against the spectacular, blue-skied view of her

kingdom's most famous landmark. Later, in 1828, Ingres

used the same curtains descended from Raphael's Chris-

tian skies in a harem bathing scene (fig. 19), where they

produce the clandestine effect of a gentleman's peephole

view into an erotic paradise.

Ingres would have claimed that his greatest and most

sustained loyalties were to Raphael, but, like Picasso, he

could find inspiration in any chapter of art history and

could use his sources in the most overt as well as covert

ways. His portraits, as much as his subject paintings,

Fig. 17. Raphael (1483-1520). Madonna della Sedia, ca. [512. Oil on

wood, diam. 28 in. (71.1 cm). Palazzo Pitti, Florence
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Fig. 18. Raphael (1483— 1520). The Sistine Madonna, ca. 1512—13.

Oil on wood, 104 3/ x 77'^, in. (265 x 196 cm). Gemaldegalerie,

Dresden

reflect this encyclopedic diversity of references. Raphael

and Poussin might be predictable ancestors, but others,

like Boucher, may come as a surprise, especially for an

artist who was a student of David. Ingres had entered the

master's studio in 1797 as a seventeen year old, just in

time to share the welling dissension of those fellow stu-

dents who felt David had not gone far enough in purging

himself of the lingering decadence of the ancien regime.

As for David's heroic effort at regressing to a more puri-

fied realm of Greek rather than Roman art, The Interven-

tion of the Sabine Women of 1799 (fig. 42), these young

Turks hurled such insults as "Vanloo," "Pompadour,"

and "Rococo." 35 Indeed, many of Ingres's paintings and

drawings from 1800 to 1806 (including the double por-

trait of the stiffly posed, cylinder-necked Harvey sisters

[cat. no. 22]) reflect the preference for archaic art and lit-

erature that would give David's most rebellious students

the name "Les Primitifs."

Yet the Rococo traditions the younger generation

wanted to exterminate in art as in politics would keep

emerging in unexpected guises. In his study of the

Comtesse d'Haussonville, Munhall introduced as one source

of inspiration Boucher's famous 1756 portrait of Madame

Fig. 19. La Petite Baigneuse, or Interieur de Harem, 1828 (W 205). Oil

on canvas, 13 V x io 5
/^ in. (35 x 27 cm). Musee du Louvre, Paris

de Pompadour (fig. 20), which provides a lineage for the

mirror background to the sitter's meditative pose.'
6
Espe-

cially for an artist like Ingres, who had worked on David's

austere portrait of Madame Recamier in 1800 (fig. 306),"

Boucher's painting could hardly have symbolized better

the detested art of the Rococo. But its legacy in Ingres's

portraiture was continually fruitful, starting about 1814,

with Madame de Senonnes (cat. no. 35), which offers a

virtual Western pendant to the exotic luxury and indo-

lence of the famous odalisque Ingres painted at the same

time (fig. 101). Like Boucher's portrait, Madame de

Senonnes contrasts the material opulence of the sitter's

dress and jewelry with a filmy mirror background that

also reflects aprofitperdu and a bit of the billowing uphol-

stery that cushions her pose of studied relaxation, a far

cry from Madame Recamier's tense, upright posture on

the hardest of chaises longues. As in the Boucher portrait,

the potentially cloying surfeit of Madame de Senonnes's

wardrobe (which includes, as a throwaway, the same

kind of cashmere shawl worn by Madame Riviere) is

instantly alleviated by the gold-framed vista of another

room, hazily defined by rectilinear fragments of pilasters.

The foreground congestion of feminine fashions, almost
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Fig. 20. Francois Boucher (1703— 1770). Madame de Pompadour,

1756. Oil on canvas, 79 x 62 in. (200.7 x 157-5 cm)- Alte Pinakothek,

Munich

accessible to touch, shifts abruptly to an atmospheric void,

a welcome breathing space for the eye and the imagina-

tion. This shifting contrast of near and far, of material

density versus glassy illusion, became one of Ingres's

most evocative themes, brought to further heights in his

portraits of the Comtesse d'Haussonville (cat. no. 125)

and Madame Moitessier (cat. nos. 133, 134).

In view of the intense nostalgia for Rococo luxury that

characterized so many aspects of Second Empire life and

style, it is also plausible to consider the late portrait of

Madame Moitessier (cat. no. 134)—a full-scale resurrec-

tion of the style Pompadour so hated by David and his

students—the more chiseled counterpart of Winterhalter's

fashion-plate portraits of Empress Eugenie and her

entourage. Here again, Ingres turned his master's swans

into peacocks, leaving decades behind him the spare,

white sinuosity of style and costume that marked so

many Davidian paragons of femininity from the early

century. Indeed, his rendering of Madame Moitessier's

fringed and beribboned dress, with its tumbling roses,

may find its closest rival in Boucher's loving description

of Madame de Pompadour's extravaganza of green taf-

feta, festooned with lace and garlands of roses.

Whether he was faced with a queen of the drawing

room or an emperor of France, a businessman or a bour-

geois family, Ingres, throughout seven decades of paint-

ing and drawing his contemporaries, never stopped

adapting the facts of living people and ephemeral fash-

ions to a multitude of references in the history of Western

portraiture. Moreover, the taut contours and crystalline

perception that marked his style could immobilize these

mirrorlike images, transforming a variety of social and

psychological types into icons. His genius, of course, was

inimitable, but his portraits constantly provided themes

for countless variations that would be reflected in the

work not only of his own students but of many later gen-

erations.
38 Such is the case in the 1838 portrait of Isaure

Chasseriau by Amaury-Duval, the first student to enroll

in the atelier Ingres opened in Paris in 1825 (fig. 21).
59

The young sitter, herself the niece of an Ingres student,

Theodore Chasseriau, offers a precocious painted version

of that hybrid of sacred and secular divinity Ingres so

often created for his patrons. The girl's hypnotic stare

and fixed symmetry are also found in earlier portrait draw-

ings by Ingres of young women whose aura of sanctity

suggests they may be playing the role of a Vestal Virgin or

a novice in a nunnery. Already members of this pious soror-

ity are Mademoiselle Jeanne Hayard (1815; cat. no. 51) and

Mademoiselle Louise Vernet (1835; cat. no. 112), each of

whom becomes a figure in an imaginary shrine. In Amaury-

Duval's portrait, the framelike molding on the rear wall

further distances the sitter from prosaic reality, much as

the wreath of roses in her hair strengthens the aura of rit-

ual mystery. This transformation into an ideal cult object

is enforced by the Ingresque purities of line and contour,

the perfect symmetry of her sloping shoulders matching

the cylindrical clarity of her folded arms. On reaching

maturity, Isaure, we feel, might well turn into the

haughty, standing divinity that Ingres envisioned in his

first portrait of Madame Moitessier (cat. no. 133).

Ingres's iconic portrait formulas were reflected as well

in the work of still later nineteenth-century generations.

The portraits of Gerome, for instance, often rely as closely

on Ingres's prototypes as do his marmoreal nudes. In

one of an unidentified woman, perhaps the artist's wife

(fig. 22), we may again feel the ghost of Ingres.
40

It was a

particularly topical presence, given the fact that the painting

probably dates from the years just after the master's death

on January 14, 1867, which was quickly commemorated

with a huge retrospective (584 works) that permitted the

Parisian art world to see, among other things, Ingres's

long-term achievement as a portraitist. 4 '
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The 153 portraits shown—25 paintings and 128 draw-

ings—included the 1806 Napoleon I on His Imperial

Throne (cat. no. 10), whose political and aesthetic excesses

prompted Cezanne's parodistic response, a grotesquely

"enthroned" portrait of his pitifully deformed painter

friend, the dwarf Achille Emperaire (fig. 23).
42 But

Gerome's position, of course, was one of respect, not

youthful rebellion, and his portrait from the late 1860s

seems, with its assorted memories of the comtesse

d'Haussonville and Madame Moitessier, almost a rever-

ent composite of Ingres's achievement. Nevertheless,

the master's poetry has been translated into a far more

literal prose, with Gerome playing Ter Borch to Ingres's

Vermeer. Typically, Gerome adds more information to

Ingres's more selective realities, including the full-length

display of the sitter's dress and train, a mirror reflection

not only of the back of her head but of a family portrait

(possibly the sitter's father), and a beloved dog clutched

over her heart. To be sure, Ingres, too, could occasion-

ally include a pet dog in a portrait drawing, as in Made-

moiselle Henriette- Ursule Claire and Her Dog Trim (cat.

Fig. xi. Eugene-Emmanuel Amaury-Duval (1808-1885). haure

Chasseriau, 1838. Oil on canvas, 46 x 35V in. (117 x 90 cm). Musee
des Beaux-Arts, Rennes

no. 73), but in the painted portraits, his more high-

minded self would always win out.

If Ingres's definitive depictions of well-to-do con-

temporary women were reliable points of departure for

nineteenth-century establishment portraiture, as they

often were, in subtler ways, for the milieu of Degas,

Tissot, and Whistler, his no less decisive characteriza-

tions of men also cast a long shadow. As just one exam-

ple, there is the unforgettable portrait of Bertin (cat. no.

99), which created a norm for depictions of prominent

men of action and power, whether intellectual or execu-

tive. Two official portraits of the 1890s may illustrate this

legacy. One is Constant's depiction of a major patron of

the Louvre, Alfred Chauchard (fig. 24),
43 who scrutinizes

us from his quasi-photographic monochrome setting as

severely as did Bertin, whose portrait, in fact, entered the

Louvre in the same year (1897) that Chauchard's stern

image appeared at the annual Salon. Another is the com-

memorative portrait of Ernest Renan, painted by Leon

Bonnat in 1892, the year of the great historian's death

(fig. 25). He, even more than Chauchard, has inherited

Benin's probing gaze and hands-on-thighs energy, as

well as his no-nonsense simplicity of setting and mono-

chrome palette.
44 The Renan portrait was exhibited at the

Paris Exposition Universelle of 1900, where it might well

have reinforced the authority of the Bertin portrait for two

artists who must have seen it there, Vallotton and Picasso.

Both of them, it turned out, would soon absorb Benin's

image in their portraits of Gertrude Stein. Picasso, in

1906, deftly reincarnated this formula for heavyset men

of action and letters in what is perhaps, among other

things, a joking comment on Stein's ponderous bulk

and sexual preference (fig. 26). One year later, Vallotton

turned to the same source for his portrait of Stein (fig. 27),

pointing out the resemblance, right down to the pudgy

fingers, in an even more direct way than Picasso. 45

It was Picasso, above all, who rejuvenated Ingres's

portraiture for the twentieth century in ways both appar-

ent and stealthy; in fact, his ongoing dialogue with the

master is so long and so complex that it warrants a full-

length study. For instance, he recreated his own mirror

image in 1917 in the guise of Ingres's early self-portrait of

1804;
46 he transformed Marie-Therese Walter into the

seated Madame Moitessier;47 he mimicked Ingres's por-

trait drawing style as an appropriate language to record

an upwardly mobile milieu of the Parisian art world,

including the wives and children of the dealers Georges

Wildenstein and Paul Rosenberg, who handled modern

artists as well as Ingres.
48
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Fig. 22. Jean-Leon Gerome (1824—1904). Portrait ofa Lady (Marie

Gerome?), ca. 1866-70. Location unknown

Fig. 23. Paul Cezanne (1839-1906). Achille Emperaire,

1867—68. Oil on canvas, 78^ x 47'/ in. (200 x 120 cm).

Musee d'Orsay, Paris

Picasso particularly loved to materialize the specter of

Ingres within his own domestic confines, envisioning his

wife or lover in the role of this or that Ingres sitter. His

first wife, Olga Khokhlova, was the constant object of this

pictorial alchemy that blurred the boundary between art

and life. Just before their marriage in June 1918, he had

Olga pose seated in an upholstered armchair, fan in hand,

as if she were in the lap of Ingresque luxury, and then

photographed her (fig. 28). The photograph, in turn, was

transformed into a painting (fig. 29; now datable as

spring 191 8, not 1917)
49 that appears to be an eerie resur-

rection of the 1807 portrait of Madame Duvaucey (fig.

87). Suddenly, Olga has inhabited the body and spirit of

Ingres's sitter, whether one looks at the part in the center

of the smoothly groomed dark hair that crowns the per-

fectly oval head, or the cameolike modeling of porcelain

flesh that runs from the neck through the tubular arms

in sensual contrast with the inky blackness of the dress.

And the strange expression of wistful aloofness mixed

with confrontation adds yet another echo of Ingres.

With Olga as medium, Ingres's ghosts often turned

into flesh in Picasso's new domestic milieu. During the

summer of 1920 at Juan-les-Pins, he could see his wife

relaxing in a peignoir, instantly transform her head,

shoulders, and decolletage into the imperious standing

portrait of Madame Moitessier (cat. no. 133), and then

bring this exalted reference back to earth with the joke of

an obtrusive pair of bare feet (fig. 30). Or, as he spied

Olga reading, one shoe on and one shoe off, in the cush-

ioning embrace of an armchair (fig. 32), he might see,

instead, the seated Madame Moitessier (cat. no. 134), one

finger of her unforgettably invertebrate hand on her

temple. Olga can also appear in the guise of Madame

Marcotte de Sainte-Marie (cat. no. 97), reenacting her

dour countenance and withdrawn posture in an odd col-

lage of paper drawings mounted on canvas (fig. 31).

Such adaptations of Ingres's portraiture seem to quote

not only his sitters' postures and moods but also his own

wide pictorial vocabulary, which can move from an

almost pure outline to an illusion of fully modeled
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Fig. 24. J.-J.-B. Benjamin-Constant (1845—1902). Alfred

Chauckard, 1896. Oil on canvas, 51
1
,/ x 38

1
,/ in. (130.5 x 97 cm).

Musee d'Orsay, Paris

Fig. 25. Leon Bonnat (1833—1922). Ernest Renan, 1892. Oil on canvas,

43'/ x 35V in. (no x 90 cm). Musee Renan, Treguier, France

anatomy and clothing that is nevertheless undermined by

the insistent spatial compression. The 1918 portrait of

Olga (fig. 29), for instance, provides just such a parallel,

creating almost a collage effect of juxtaposed fabric and

flesh patterns. Such illusory textures and volumes are

immediately contradicted by the surprising expanse of

unfinished canvas marked here and there by tentative

pencil and paint marks, a reminder of the plain paper

background exposed in a rapidly improvised papier colle.

It is an effect related to such an overtly Cubist painting as

that inspired in the summer of 1914 by an earlier lover,

Eva Gouel, generally titled Portrait of a Young Girl (fig.

33), a "portrait" that might be considered a witty update of

Ingres's Madame Riviere (cat. no. 9). Picasso here trans-

lates the master's decorative profusion of shawls, lace,

upholstery, and jewelry into his own Cubist patchwork

quilt, which includes a feathery, serpentine boa rhyming

with the upholstered curves of the armchair; an elaborate

hat adorned with flowers that match the corsage on her

breast; a jabot of speckled lace falling over her elongated,

puffy sleeves; and snippets of a floral wallpaper pattern.
50

As for the sitter herself, her head and body have disap-

peared under this surfeit of feminine fashions, leaving

exposed only one ungloved hand which, in its relieflike

modeling, recalls the flattened anatomies of Madame

Riviere's visible flesh.

It should be remembered that when it was first exhib-

ited, Madame Riviere shocked critics because of its rejec-

tion of conventional modeling, its anatomical distortions,

its effect of blond, unshadowed flatness—all characteris-

tics that would, to Cubist eyes, give the painting a sur-

prisingly topical look. 51 Seen this way, Madame Riviere

has that quality of abruptly colliding patterns which

Picasso explored in his pasted-paper cutouts, a scrapbook

style that he imitated in the completely painted surface

of the 1914 "portrait." Picasso's attraction to Madame

Riviere and its progeny was, in fact, articulated clearly in

1921 in an article written for L'Esprit nouveau by Roger

Bissiere, who, in the aftermath of Cubism, tried to bridge

the gap between new and old masters. Referring to

Madame Riviere, among others, Bissiere stressed how

Ingres's portraits anticipated those of Cezanne and Picasso

by challenging, with their "living geometry, everything

that was once understood by aerial perspective," and by

asserting how "the painting remains an inflexibly flat sur-

face in which distant planes are wrenched to the fore-

ground." 52
Picasso had clearly seen this point earlier, and

he may also have found inspiration in Madame Riviere's
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Fig. 26. Pablo Picasso (1881-1973). Gertrude Stein, 1906. Oil on can-

vas, 39^ x 32 in. (100 x 81.3 cm). The Metropolitan Museum of Art,

New York, Bequest of Gertrude Stein

Fig. 27. Felix Vallotton (1865-1915). Gertrude Stein, 1907. Oil on

canvas, 39^ x 32 in. (100.3 x 81-2 cm). Baltimore Museum of Art

Fig. 28. Pablo Picasso (1881-1973). Olga, spring 1918. Photograph.

Musee Picasso, Paris

Fig. 29. Pablo Picasso (1881-1973). Olga in an Armchair,

spring 1918. Oil on canvas, 51 Vt x 35 in. (130 x 88 cm). Musee

Picasso, Paris
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Fig. 30. Pablo Picasso

(1881-1973). Olga in a

Robe, summer 1920.

Graphite on paper,

i5'/xi2 5^in. (38.5 x

32 cm). Private

collection

Fig. 31. Pablo Picasso (1881—1973). Olga, 1921. Pastel

and charcoal on paper, mounted on canvas, 50 x 38 in.

(127 x 96.5 cm). Musee Picasso, Paris, on extended loan

to the Musee des Beaux-Arts, Grenoble

Fig. 32. Pablo Picasso (1881-1973). Woman Reading (Olga),

1920. Oil on canvas, 65'^ x 40
1
,/ in. (166 x 102 cm). Musee

National d'Art Moderne, Centre National d'Art et de Culture

Georges Pompidou, Paris

Fig. 33. Pablo Picasso (1881— 1973). Portrait ofa Young Girl,

summer 1914. Oil on canvas, 51 '/x 38^ in. (130 x 97 cm).

Musee National d'Art Moderne, Centre National d'Art et de

Culture Georges Pompidou, Paris
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Fig. 34. Richard Pettibone

(b. 1938). After Ingres, 1976. Oil

on canvas, about 10V x n in.

(27.3 x 27.9 cm). Collection Marc

Moyens, Alexandria, Virginia

Fig. 35. Cindy Sherman (b. 1954).

Untitled #204, 1989. Color photograph,

5 9 Vx53'/in. (151.8 x 135.3 cm).

Edition of6

oval format, which he often used for Cubist figure paint-

ings and still lifes, whose buoyant vocabulary of weight-

less, floating fragments was particularly suited to a tapered

shape that minimized the downward pull of gravity. And

in his mock portrait of an invisible Eva, he also revived

most humorously Ingres's familiar lesson that "clothes

make the woman."

Like other museum-goers, artists have never stopped

marveling at the miraculous fusion of visible truths and

abstract fantasies that marks the greatest of Ingres's por-

traits. Even during the evolution of the antirealist lan-

guages created by de Kooning and Gorky, Ingres's

portraiture was often a talisman. We know, for example,

that these two masters, on their frequent visits to the

Metropolitan Museum, particularly venerated Madame

Leblanc (cat. no. 88), whose walleyed gaze and fluid ana-

tomy would often be resurrected in their figure paintings

of the 1940s." Much younger generations made other

surprising deductions from the premises of Ingres's por-

traiture. Richard Pettibone, a pioneer of the art of repli-

cation who, as early as the 1960s, had made diminutive

copies of works by such contemporaries as Stella and
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Warhol, would in the next decade try his meticulous hand

at creating equally small color reproductions of both the

whole and the fragmentary details of paintings by Ingres,

with results that look like jeweler's-glass views of the

Comtesse d'Hanssonville or the Princesse de Broglie (fig. 34).

The fullest homage to Ingres's portraiture, however, is

surely found in one of Cindy Sherman's many anthologies

of self-portraits, the 1989-90 series of old-master portrait

icons. Turning to Ingres from Fouquet and Botticelli,

Raphael and Holbein, she recreates herself as a synthesis

of decors, wardrobes, and postures culled from the most

opulent of the master's society women (fig. 35). From

Madame de Sennones (cat. no. 35), for instance, she bor-

rows the papers wedged into the mirror frame and reflected

there together with the sitter's back; from Madame Riviere

(cat. no. 9), the rising and falling embrace of a sinuous

shawl and the casual display of idle fingers adorned with

precious-metal rings; from the first Madame Moitessier

(cat. no. 133), the willfully wayward, off-center turn of a

pearl necklace against a commanding bosom; from the

second Madame Moitessier (cat. no. 134), the pensive

head elegantly supported by an index finger and a curling

wrist. 54 From these and many other Ingres quotations,

Sherman fashions and then physically inhabits a new

Ingres portrait—one that rushes back and forth from

contemporary (now literally photographic) reality to the

remote sanctuaries of history and art museums, shuffling

past and present in what is diagnosed these days as a

symptom of postmodernism. But, current categories

aside, isn't that what Ingres was doing, too?

1. See New York, Paris 1996-97.

2. See Zurich, Tubingen 1994-95, and Ottawa, Chicago, Fort

Worth 1997—98.

3. Beginning in the 1980s, all of these once fashionable painters

who depicted an international Who's Who of sitters have had

exhibitions devoted to their work.

4. Sixty-eight works by Ingres are listed in the catalogue of the

Exposition Universelle of 1855 (there are twenty-five works

under no. 3340 and four under no. 3375, as well as one portrait

in the supplement, no. 5048); see Paris 1855. However, the

installation shot also shows the unlisted portrait of Prince

Napoleon, bringing the tally up to sixty-nine.

5. For Ingres's own description of the details of this complex alle-

gory, see Delaborde 1870, no. 33.

6. For more on the origins of Ingres's attraction to bas-relief, see
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I
was raised in red chalk,'" Ingres once remarked,

evoking both smudgy-fingered infant mayhem and

the decorous world of ancien regime drawings typi-

cally done in that medium. Indeed, the earliest-

known surviving work of art from his hand is just such a

drawing of his maternal grandfather, Jean Moulet,

a master wigmaker from Montauban (fig. 37). Carefully

copied at the age of eleven from a drawing made by his

father, it is in a well-established eighteenth-century tradi-

tion of modest but carefully observed portrait drawings

in profile, of which Charles-Nicolas Cochin the younger

was perhaps the best-known exponent in the second half

of the century.

The artist's father, Jean-Marie-Joseph Ingres (1755-

1814), was originally from the regional capital of Toulouse.

He had established himself in the country town of

Montauban as a successful jack-of-all-trades—sculptor,

painter, decorative stonemason, and architect—who

worked on a wide variety of local civic, religious, and

private commissions. Doubtless he intended his first child,

Jean-Auguste-Dominique, born on August 29, 1780, to

follow in his footsteps; the boy was encouraged to draw,

for instance, by making copies of his father's own draw-

ings and small collection of engravings. Such domestic

instruction may also have compensated for the deficiencies

of formal schooling in Montauban, which had been

disrupted by events in the early years of the French Rev-

olution. Nevertheless, Ingres later expressed regret for

his lack of conventional education, which hampered his

ability to express himself both verbally and in writing.
2

Fig. yi.Jean Moulet, 1791 .
Red chalk on paper,

5 Vs x 4 Vg in. (1 3.6 x Fig. 38. Madame Ingres Mire, 1814 (N 143). Graphite on paper,
11.

1
cm). Musee Ingres, Montauban (867.335) 7% X 5% in. (20 x 15 cm). Musee Ingres, Montauban (867.276)'

Opposite: Fig. 36. Detail ofMadame Riviere (cat. no. 9)



His easiest and most directly emotional form of expres-

sion, after drawing and painting, was making music: he

was a talented violinist, even as a child.

Although his parents were not completely happy in

their marriage, the artist retained a strong affection for

them both, which is borne out in his correspondence and

in his portraits of them. Certainly closely bonded with his

father, as both son and pupil, he retained a strong, affec-

tionate memory of the man who was largely responsible

for his own love of art and music. His mother, Anne

(1758-1817), seems to have been long-suffering and was

neglected by her inconsiderate and often absent husband.

After Joseph Ingres's death in 18 14, she was left in severe

financial hardship, which perhaps accounts for her some-

what pinched features in the portrait drawing Ingres

made of her when she visited Rome that year (fig. 38).

Her looks contrast strikingly with the healthy, confident

appearance of her late husband when Ingres painted him

ten years earlier (cat. no. 4).

In 1791 Joseph Ingres decided it was time for his son to

receive more formal instruction in art. Abandoning

Madame Ingres to look after two small siblings, 5 the father

set off with the boy for Toulouse, an important adminis-

trative, legal, religious, university, and cultural center.

Joseph, who was justifiably proud of his native city,

planned to remain there for a couple of years to supervise

the young student. The eleven-year-old was enrolled at

the Academie Royale de Peinture, Sculpture et Architecture

for the 1791—92 academic year. As the Revolution pro-

gressed, the Academie lost its royal patronage, but Ingres

continued to study there until 1797, practicing drawing

and receiving instruction in the theory and history of art.

At the same time, he was taught painting by several local

artists, his principal instructor being the history and por-

trait painter Joseph-Guillaume Roques. In the late 1770s

Roques had studied in Rome, where he had been a pro-

tege of Joseph-Marie Vien, director of the Academie de

France there, and where he must also have encountered

the young Jacques-Louis David and other rising stars

from Paris. Roques's work displays a certain gritty real-

ism that is characteristic of the Toulouse school and that

also lies behind Ingres's own acute eye.
4 At the Academie

in Toulouse, the young student performed well and car-

ried off a number of prizes for drawing during his six

years of study. From his teachers there, and from Roques

and other masters, he learned that history painting was

supreme among the artistic genres, while also observing,

on a more practical level, that being able to paint or draw

a good portrait likeness was necessary to make a living.

It was a fact of life for eighteenth-century painters

who took the academic tradition seriously that their high

aspirations as history painters were rarely matched by a

desire on the part of their potential patrons for such intel-

lectually demanding work. Most collectors were more

interested in decorative pictures, light-hearted mytholo-

gies, recognizable scenes of everyday life, landscapes,

still lifes, or likenesses of men and women of their own

class. This preference persisted throughout the nine-

teenth century, as academically oriented artists waited

and hoped for the patronage of state or church to satisfy

their more elevated ambitions. The situation was particu-

larly acute during the period of social unrest, war, and

economic uncertainty in which Ingres began his artistic

career. By 1800 a good many critics deplored the exces-

sive numbers of portraits appearing at the Salon, espe-

cially when they diverted history painters from their

higher calling: "It is often through vanity alone that so

many people have themselves painted, and if there is any-

thing useful about this behavior, one can say that it

benefits painters, who thereby try to compensate for the

few opportunities they have to exercise their talents and

turn these to good account." 5 Admiring Anne-Louis

Girodet's portrait Monsieur Bourgeon (fig. 39) at the Salon

of 1800, another reviewer regretted that "I know only

one thing wrong with this artist, and that is to have

painted this portrait with so much skill and realism that it

seems to have cost him a great deal of time. What he has

lost in polishing a suit of clothes could have been better

spent in polishing a masterpiece of history painting."
6

Ingres himself would certainly come to share such feel-

ings, when necessity all too often drove him to make like-

nesses rather than to create works of art imbued with the

classical ideal.

A number of Ingres's portrait drawings survive from

his years in Toulouse, some of them depicting friends,

and others likely done to earn a little money. Several

small heads in profile (see, for instance, cat. no. 14) show

a gemlike hardness and precision of observation that give

them the quality of carved reliefs or cameos. By their

very nature as images in profile, their contours are bold,

while the internal modeling is done with fine hatched

lines. The exacting scrutiny and the precise response of

the hand required in making these little portrait drawings

were disciplines that would prove to be of inestimable

importance for the rest of Ingres's long career as a drafts-

man and portraitist. The drawings are usually signed

"Ingres fils," perhaps as an act of filial homage but also as

a way to distinguish them from Joseph's works. Although
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Fig. 39. Anne-Louis Girodet (1767-1824). Monsieur Bourgeon, 1800.

Oil on canvas, }6'/x2&V
s

in. (92 x 72 cm). Musee de l'Hotel

Sandelin, Saint-Omer

a drawing of the actor Brochard (cat. no. 15), which still

exists in its original mount, proclaims with pride Ingres's

authorship and his association with Toulouse, the young

artist's proficiency as a draftsman clearly marked him for

a destiny that was more than local.

It was a normal progression for artists of talent to

graduate to Paris to complete their professional training.

In Ingres's time, a number of painters had made the jour-

ney from Toulouse to receive instruction in the busy stu-

dio of the celebrated David, for over a decade the virtual

dictator of elevated painting in France. 7 What was the

experience of Paris and David's studio like for the young

Ingres, when he arrived in the city in August 1797? It

must have been daunting to encounter a master who had

voted for the death of a king—even though the former

Jacobin David had been tried, imprisoned, and released

by Revolutionary tribunals two years before. Yet by this

time, the atmosphere of social unrest and political tension

(which Ingres himselfhad experienced in Montauban and

Toulouse) had been replaced by a greater equilibrium,

both in Paris and elsewhere. Optimism was in the air, as

the ongoing Revolution metamorphosed into the distant

rumbling of expansionist foreign wars, and news was

coming back from south of the Alps of the triumphs of a

precocious General Bonaparte and his youthful armies.

Thanks to these foreign campaigns, the mid- 1790s saw

Paris transformed into the greatest museum city ever,

and over the next twenty years remarkable quantities of

war booty arrived there from abroad. The French mili-

tary campaign in Belgium and Holland during 1794-95

had already brought to Paris such masterpieces as Van

Eyck's Adoration of the Lamb altarpiece from the church

of Saint Bavo in Ghent, Rubens's Descent from the Cross

from Antwerp Cathedral, and Rembrandt's Night Watch

from the Amsterdam town hall. Between 1796 and 1799

the Italian campaigns brought altarpieces by Correggio

from Parma; Titians, Veroneses, and Tintorettos from

Venice; and Raphaels from Florence and Rome. It must

surely have been heaven for any young artist to see on

display in one place—the old royal palace of the Louvre,

renamed the Musee Napoleon in 1803—so many great

works from the European canon, from antiquity to mod-

ern times.
8

This treasure continued to arrive throughout

the triumphant days of the Empire, and the experience

for Ingres cannot be overestimated. To see such works

as Raphael's Madonna della Sedia from the Pitti Palace

in Florence (fig. 17), The Coronation of the Virgin from

the Vatican, and Saint Cecilia from the Pinacoteca in

Bologna must also have made the black-and-white

engravings in his father's collection in Montauban seem

like pale reflections indeed. The experience also provided

the young painter with a bewildering variety of aesthetic

choices: true as he was to the Neoclassical heritage of

David, and steadfast in his devotion to Raphael, Ingres

was exposed to so many historical options in his forma-

tive years that he had a large repertoire of historical styles

to draw on when occasion demanded.

Ingres arrived in Paris in the wake of David's brilliant

first generation of students, notably Girodet, Francois-

Xavier Fabre, and Francois Gerard, and in time to hear

stories of the rising star in Italy, Antoine-Jean Gros. In

the hothouse atmosphere of David's studio, these now

mature artists (ten or more years older than Ingres) had

experienced a period of intense rivalries, both among

themselves and with their master, as they strove to estab-

lish their own individual voices as well as the collective

artistic voice of the post-Revolutionary era.
9 Such high

ambitions arose in part from David's own encourage-

ment of his students to be true to their personal vision, as

he himself had been: "Do what you feel, copy what you

see, study what you understand, because a painter's

reputation depends only on the great quality he possesses,

1 780— 1 806



Fig. 40. After Franjois Gerard (1770—1837). Belisarius,

ca. 1797. Charcoal, black chalk, and graphite on paper,

24V x 19'^ in. (62.9 x 49.3 cm). Phyllis Hattis Fine Arts,

New York

whatever it may be."
10
The very self-reliance David fos-

tered created friction with the best of his pupils, because

they inevitably rejected his forceful artistic precepts in

favor of their own: both Girodet and later Ingres, for

instance, produced works whose independent aesthetic

was scarcely comprehended by their master.

Another pupil of David, Etienne Delecluze (who would

shortly abandon painting for a career as a writer and

critic) had joined the studio early in 1797 and soon

befriended Ingres. In his recollections of this period,

Delecluze expressed a sense of regret that the heroic era

of David's mentorship—the early and mid-i7o,os—had

passed by the time he had arrived and that the previ-

ously mentioned students of that era "were already con-

sidered masters."
11

Nevertheless, the neophytes Ingres

and Delecluze were still confronted in the Paris of the

1790s with a wide choice of stylistic models. Aside from

the whole spectrum of European art represented in the

Louvre museum, David's studio offered a full range of

variations on the classical style, developed by the master

and his pupils. Ingres could thus decide, for instance, to

explore the idea of a sculptural style, as he did when he

made a magnificent drawing after Gerard's Belisarius (fig.

40), a painting that had been admired at the Salon of 1795

for its purity of form, expression, and feeling.
11

Perhaps

as a result of such studies, Ingres's 1798 portrait drawing

of Pierre-Guillaume Cazeaux (cat. no. 19) shows a new

confidence, marked by the sitter's turning from profile

into fuller, more volumetric view. More ambitious in scale,

but no less confident in its varied touch, sense of volume,

and lively play of chiaroscuro, is the three-quarters view

of the artist's friend the architect Jean-Charles-Auguste

Simon (cat. no. 21), drawn a few years later.

In his rooms at the Louvre David displayed his earlier,

already legendary monumental scenes from ancient his-

tory, such as The Oath ofthe Horatii (which Ingres copied

in a drawing) of 1784 and Lictors Bringing Brutus the Bod-

ies ofHis Sons of 1789. But ever since 1795 the master had

been working on his great Roman history painting repre-

senting the topical theme of political and personal recon-

ciliation, The Intervention of the Sabine Women (fig. 42);

completed in 1799, David's painting was to leave a lasting

impression on Ingres. Although this enormous, complex,

friezelike composition was criticized for the improbabil-

ity of its Roman heroes engaging in battle in the nude,

clad only in helmets, sandals, and strategically placed

scabards, David was aspiring here to create something

that was even more pure in its classicism than his cele-

brated works of the late 1780s. "Perhaps I showed too

much anatomical art in my picture of the Horatii" he is

Fig. 41. Jacques-Louis David (1748— 1825). Madame de Verninac,

1798—99. Oil on canvas, 57^ x 44^ in. (145.7 x 112 cm). Musee

du Louvre, Paris
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Fig. 42. Jacques-Louis David

(1748— 1825). The Intervention of

the Sabine Women, 1799. Oil on

canvas, 151'^ x 20;'/ in. (385 x

522 cm). Musee du Louvre, Paris

Fig. 43. Thomas Piroli (ca. 1752—

1824), after John Flaxman (1755-

1826). The Fightfor the Body of

Patroclus [The Iliad, 17.325), 1793.

Engraving (image), 6'/ x 13'/ in.

(16.5 x 33.6 cm)

reported as saying.
13
"In that of the Sabine Women, I will

conceal it with more skill and taste. This picture will be

more Greek. ... It is necessary therefore to go back to the

source. ... I want to do pure Greek.'"'' David was striving

to cast his scene from ancient history in a convincingly

appropriate form. His desire for purity was inspired by

the flat, linear style ofdrawing found on so-called Etruscan

vases, which had aroused the interest of connoisseurs and

artists since their excavations in Italy early in the century

and which were taking on ever greater interest as archae-

ological investigations revealed their true Greek origins.

David was also responding to a radical faction among

his own students—led by Maurice Qua'i and Jean Broc,

and known as the Primitifs or the Penseurs—who sought

to renew and purify his potent classical pictorial language

by advocating "the return of simple, true, in a word prim-

itive, taste,"
1

' which they thought might be found in early

Greek art before the time of Phidias. This younger group

admired David as the begetter of the Neoclassical reform

in art, but felt he lacked the energy to complete it."
1

According to Delecluze, Ingres kept himself apart from

the factions in David's studio and led an isolated, stu-

dious existence.'
7 The artist was to maintain a certain

solitary independence throughout his life, but such isola-

tion from collegial exchange early in his career meant

that public criticism of his exhibited works came as an

unexpected and unpleasant shock. It may also account for

the narrow-minded dogmatism of his aesthetic utterances

later on. Despite his solitariness, the awkward and impres-

sionable seventeen-year-old from Montauban must have

soaked up new ideas. He would have been no less struck

than other young artists of the day by the tight outlines,

radical planarity, and spare purity of form of the English

artist John Flaxman's outline engravings after The Iliad

(1793) and The Odyssey (1795), which drew their inspira-

tion from the Etruscan vases.'
8
David himself, research-

ing purer forms for his Sabines, seems to have taken into

consideration these latest interpretations of the ancient

world (fig. 43). Their wide dissemination and the great

interest their "beautiful style of antiquity'" 9 aroused

among advanced artists in the 1790s were certainly not

lost on Ingres.

There is little surviving visual evidence of Ingres' s activ-

ities in David's studio before he won the coveted Prix de

Rome in 1801. He assisted David with his celebrated por-

trait of Madame Recamier (figs. 306, 307), although the

work was left unfinished because of disagreements between

the master and his sitter. Ingres was never to forget this

painting, and particularly its striking simplicity of concept

1780-1806 29



Fig. 44. Male Torso, 1800 (W 4). Oil on canvas,

4o'/
g
x 3i'/{ in. (102 x So cm). Ecole Nationale

Superieure des Beaux-Arts, Paris

Fig. 45. The Ambassadors ofAgamemnon, 1801 (W7). Oil on canvas, 43 '/ x 61 in.

(no x 155 cm). Ecole Nationale Superieure des Beaux-Arts, Paris

and design. He noted the care devoted to the psychologi-

cal presentation of the sitter, who is alluring but distant,

and to her fashionable Greek-style costume and classical

furnishings. He must have been no less impressed with

David's Madame de Verninac (fig. 41), a finished portrait

that nonetheless also remained in the master's studio.

Again there is an engaging simplicity of design, with the

sitter in her white dress now more directly engaged with

the viewer, an elegant shawl helping to define her form

in space. When Ingres made his first full-length portrait

drawing, which depicts the painter Barbara Bansi dis-

tracted for a moment from watching balloons drift by

(cat. no. 20), it was clearly a homage to David, not only

in its signature
—

"jngres. eleve de David"—but also in

its formal indebtedness to the master's portraits.

One of the first figures Ingres painted (probably an

academic study of a male nude) was admired by Delecluze

for "the refinement of the contour, the true, deeply felt

sense of the form, and an extraordinarily apt and vigor-

ous relief."
20 A Male Torso (fig. 44), with which Ingres

won a prize for half-length figure painting in January

1801, is typical of several such studies, which were rou-

tine teaching exercises in matching eye and hand and in

portraying the human form in different lights. The work

shows that Ingres was by that time an accomplished

painter of conventional academic figures, but also that he

was already treating them in a personal way, emphasizing

the silhouette and flattening the forms by bringing the

figure close to the picture plane in a raking light. In fact,

of all David's pupils, it was Ingres who most radically

transformed into paint and canvas the Flaxmanesque

graphic ideal. This influence is quite apparent in The

Ambassadors ofAgamemnon (fig. 45), the painting with

which he won the Prix de Rome: its frieze of figures is

almost a translation into paint of Flaxman's linear

interpretation of Homer's text (fig. 46). With neat histor-

ical symmetry, this very painting was admired by Flaxman,

who reportedly commented during a visit to Paris in 1802

that it "seemed to him preferable to anything he had yet

seen of the contemporary French school."
2

' However, this

encomium from one of the most famous artists in Europe

did nothing to endear Ingres to his master, David. Even

Fig. 46. Thomas Piroli (ca. 1752-1824), after John Flaxman (1755-

1826). The Embassy to Achilles {The Iliad, 9.260), 1793. Engraving

(image), 6V
S
x n 3

^ in. (16.8 x 29.8 cm)
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though Ingres had borrowed Madame Recamier's Greek

footstool for Achilles, it can hardly have compensated for

the shallowness of his frieze of flaccid ancients, their

forms flattened by strong illumination, the minimally pla-

nar composition, and the bright colors barely modulated

by the Davidian convention offronts, or scumbled paint

in the shadows." Some of the same features would elicit

much more public criticism when Ingres exhibited only a

few years later at the Salon of 1806 (see pages 499-500).

David, for all his encouragement of individuality, had

already recognized in the young Ingres "a tendency toward

exaggeration in his studies."
z
' Yet this remark should be

seen in light of Delecruze's phrase "the refinement of the

contour," which hints at Ingres's search for perfection of

form through line. The artist's commitment to drawing

—

both in the narrow sense of applying pencil to paper and

in the broader sense of championing disegno over colore,

in a debate at least as old as the Renaissance—was to be

lifelong. This search for perfection continued in the next

few years as Ingres prepared for his trip to Rome, which

was to be long postponed because the government's cof-

fers had been depleted by its international wars. After The

Ambassadors of Agamemnon, Ingres toyed with a few

more pictorial ideas illustrating ancient literature, includ-

ing the jewel-like painted panel Aphrodite Wounded by

Diomedes (fig. 47), whose composition also is clearly

inspired by the outline engravings of Flaxman. He even

made some Flaxmanesque drawings from Greek vases,

such as The Vengeance ofMedea (Musee Ingres, Mon-

tauban), after the design on a South Italian amphora that

had been brought as war booty to Paris from Munich in

1800. Other drawings in pen and ink, done in the years

after 1800 and usually illustrating martial subjects, are

quite bold and slashing (fig. 48)/'' But one portraying a

scene from the story of Antiochus and Stratonice (fig. 49),

executed probably on the eve of Ingres's departure for

Rome in 1806, shows a radically refined version of the

spare Flaxmanesque contour.

During the same period, Ingres began to apply this

economical linear style to portrait drawings such as The

Forestier Family (cat. no. 23). His choice of a relieflike

format here accords perfectly with the spare, Flax-

manesque style of the drawing, which makes as much

creative use of the white paper as of the graphite lines.

This work, executed with a sharp pencil on smooth white

paper/' defines Ingres's portrait drawing style for years to

come. And, as Agnes Mongan put it succinctly, "Ingres'

manner of drawing was as new as the century."
26
With a

graphite line that is constantly and finely adjusted—now

Fig. 47. Aphrodite Wounded by Diomedes, ca. 1805 (W 28). Oil on

wood, ioVg x 13 in. (26.5 x 33 cm). Kunstmuseum, Basel

Fig. 48. Napoleon at the Kehl Bridge, before 1806. Graphite and pen

on paper, 11 x x^V
s
in. (28 x 37.7 cm). Musee Ingres, Montauban

(867.2773)

3

Fig. 49. Antiochus and Stratonice, ca. 1806. Graphite and brown wash

on paper, uV
%
x 15V in. (29 x 40 cm). Musee du Louvre, Paris
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Fig. 50. Young Man with an Earring, 1804 (W 19). Oil on canvas,

16'^ x 13 in. (41x33 cm). Musee Ingres, Montauban

narrow, now thick, pressing firmly or more softly—he

defines contours with a remarkable range of modulations;

form is described above all by such calibrations of con-

tour, as well as by the direction of a line. Ingres draws

with a more subtle and various line than any of his con-

temporaries. Shading is sometimes done with fine hatch-

ing, sometimes by smoothing with the stump, and there is

an occasional discreet touch of wash. But these types of

modeling are kept to a minimum: line is supreme. That

the silhouette of a figure was important is evidenced by a

close examination of the many drawings in which era-

sures and adjustments can be detected.
27 As a means of

improving the overall composition of the drawings, such

changes were probably prompted by aesthetic motiva-

tions, but their ultimate result was often to enhance the

expressive presence of a sitter. In fact, Ingres's success as

a portrait draftsman and painter came as much from his

ability to capture the likeness and presence of a person as

from the formal qualities that are so admired in his art

today. Paying close attention to the expression of eyes

and mouths, he conveys a strong sense of his sitters' per-

sonalities and even captures their self-consciousness in

posing or an unusually focused stare, as they meet his

own intense scrutiny.

Aside from his planned studies at the Villa Medici,

winning the Prix de Rome gave Ingres from 1801 onward a

modest stipend and a studio in the Couvent des Capucines,

one of the many monasteries in Paris that had been dis-

banded during Revolutionary secularization. He shared

the convent with a number of David's other pupils:

Girodet and Gros, the latter recently returned from Italy;

the sculptor Lorenzo Bartolini (figs. 53, 135), who had

been Ingres's most intimate friend in David's studio; and

Francois-Marius Granet (see cat. no. 25), a young painter

from Aix-en-Provence, with whom he was later to

become close in Rome. Also living at the convent were

two artists from David's studio who had become enam-

ored of all things medieval: Pierre Revoil and Fleury

Richard/
8
During their frequent visits to the recently cre-

ated Musee des Monuments Francais, Revoil and Richard

studied the fragments and artifacts gathered there from

the French churches and monasteries that had been

destroyed and disbanded during the Revolution. The art

ofboth men was marked by a strong.element of nostalgia

for times past, especially for the medieval and Renais-

sance periods in France, with all their conservative politi-

cal and religious implications. Ingres was later to adapt

this taste to works of his own, as he began to explore new

themes and markets during the penurious years in Rome.

Ingres's standing as a winner of the Prix de Rome also

entitled him to send a painting to the Salon of 1802. Its

listing in the livret (as "portrait d'une femme") and a brief

critical comment are all we know of this long-lost painting.

The small panel representing the comtesse de La Rue

(W 13), Ingres's earliest surviving painted portrait of a

woman, may give us some idea of the appearance of the

work he exhibited in 1802: the precise observation found

in his early portrait drawings in profile is combined here

with a certain alluring elegance learned from David and

Gerard. A recently discovered drawing (fig. 308) may be

a study for, or a record of, another early portrait, the lost

Madame Beranger.
1 ''

Perhaps Madame Beranger (which seems from the

drawing to have been quite ambitious) was the work

exhibited at the Salon that brought Ingres an important

commission in July 1803: a portrait of Napoleon intended

as a gift from the First Consul to the subject town of

Liege, which had been annexed to France in 1794. Living

as he was on a very modest stipend until the government

could find the funds to send him to Italy, Ingres must

have been as grateful for the 3,000 francs this commission

brought as for the recognition it represented. Bonaparte

as First Consul (cat. no. 2) is an impressive effort for a first
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essay in full-length, life-size portrait painting by the

twenty-three-year-old artist. Since the First Consul

probably did not give the unknown painter more than the

briefest of sittings for a portrait that was after all merely a

routine propagandistic image destined for the provinces,

Ingres must have been relieved that there were estab-

lished prototypes by Jean-Baptiste Greuze and Gros (see

fig. 62) upon which to model his work.'
0
Ingres may have

hoped to exhibit this portrait at the Salon of 1804, but by

the time it was completed (July 1804), Napoleon had

declared his Empire and his image as First Consul was

already politically out-of-date.

With the exception of Bonaparte as First Consul, all of

Ingres's first painted portraits seem to have been of his

own intimate circle, and it may be that he was con-

sciously developing his vocabulary as a portraitist by

painting these relatively undemanding sitters. The earli-

est of these works is a rather stiff rendering of the scien-

tist Pierre-Francois Bernier (cat. no. 1), which most

likely dates from 1800, when Bernier was in Paris for a

few months. But in 1804, under the stimulus of the con-

sular commission, Ingres became much more proficient

in portraiture. Young Man with an Earring (fig. 50) is

approximately the same size as the portrait of Bernier, but

its close focus and vigorous execution give it the quality

of a more spontaneously and confidently undertaken

study; even the signature
—

"Moi, Ingres pinxit 1804"

—

is correspondingly assertive. The boldly impasted high-

lights and sketchy shadows reflect the lessons Ingres had

learned in painting academic life studies under David's

tutelage (see fig. 44), including his apprenticeship working

on the master's portrait of Madame Recamier (fig. 306).

When Ingres's father paid a visit to Paris the same

year—perhaps to say farewell before his son departed for

Rome—the artist used the occasion to paint a more med-

itatively executed, tenderly observed commemorative

portrait (cat. no. 4). Although the work lacks the sketchy

brio of Young Man with an Earring, its handling is much

more refined, and the father's features are carefully and

lovingly described. This portrait, with its hint of powder

on Joseph's collar, gracefully conveys the fact that Joseph

Ingres was very much a man of the eighteenth century.

Stylistically, it falls somewhere between the finished por-

traits of David's pupils from the previous decade, such as

Girodet's Monsieur Bourgeon (fig. 39) of 1800,'' and

Greuze'slast Self-Portrait (fig. 51), which was exhibited at

the Salon of 1804.

The Pere Desmarets (cat. no. 7) of 1805, with the sitter

posing in his shirtsleeves, is evidently a private and

intimate portrait. Brilliantly mastering the careful model-

ing of head and features in light and shade, Ingres also

shows an unexpected painterliness in his handling of the

creamy white shirt. The ascetic appearance of this man,

with his penetrating gaze, has understandably reminded

viewers of Philippe de Champaigne's seventeenth-

century portraits of Jansenist clerics, an association per-

haps encouraged by Ingres's own designation of the sitter

as "Pere" (Father). It would not be surprising if, at this

period in his development, Ingres looked beyond the

immediately obvious Davidian prototypes to study the

work of an earlier great French portrait painter whose

sharp observation and severe style have much in com-

mon with the Neoclassical aesthetic of David and his

school.

The lively, expressive portrait of Ingres's compatriot

Belveze-Foulon (cat. no. 6), dated 1805, has an amicable

informality and freshness of touch reminiscent of the

Young Man with an Earring. Its bust-length format, which

Ingres was often to employ, is found again in the more

formal portrait of Joseph Vialetes de Mortarieu (fig. 52).

Mortarieu (1768—1849), came from an old, estab-

lished family in Montauban for whom Joseph Ingres had

worked,'
2

was in Paris in 1805—6, when Ingres would

Fig. 51. Jean-Baptiste Greuze (1725-1805). SelfPortrait, ca. 1785. Oil

on canvas, 28',/ x 23^ in. (73 x 59.1 cm). Musee du Louvre, Paris
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Fig- ji-Joseph Vialetes de Mortarieu, 180; (W 29). Oil on canvas, zz x in. (56 x 46 cm). Norton Simon Museum, Pasadena

have painted his portrait. In April 1806 he was appointed

mayor of Montauban and two years later negotiated

with Napoleon for the creation of the administrative

department of Tarn-et-Garonne, with Montauban as its

capital;" he was made a baron in 1813.
34
Ingres has placed

the thirty-seven-year-old Mortarieu against a striking

bright blue sky, which seems to convey an air of fresh-

ness and hope. The artist himself probably had expecta-

tions of future patronage from this quarter, and eventually,

in 1820, the mayor (along with Ingres's old friend Jean-

Francois Gilibert and the deputies of Tarn-et-Garonne)

did solicit for Ingres the government commission of The

Vow ofLouis XIII lot Montauban Cathedral. Mortarieu's

donation of his modest art collection to his native town in
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Fig. 53. Lorenzo Barto/ini, 1805 (W id). Oil on canvas, 38^ x 31 '/ in. (98 x 80 cm). Musee Ingres, Montauban

1843 laid the foundation for the art museum that later

became the Musee Ingres. Ingres employed the cheerful

device of a bright summer sky once more. As the back-

ground of the so-called Madame Aymon (cat. no. 8), it

sets off to gay effect a rather forthright young woman

sporting rouge, reddened lips, and a scarlet shawl. The

decorative allure of the image is enhanced by the oval

frame and by the echoes of its shape in the sitter's face,

neck, necklace, bosom, and saucy curls.

In 1804 Ingres also experimented with a series of half-

length portraits, beginning with the Self-Portrait (see cat.

nos. 11, 147) and its likely pendant, painted shortly there-

after, representing the lawyer Gilibert (cat. no. 5); a third

work, depicting the sculptor Bartolini in 1805 (fig. 53),
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Fig. 54. Jean-Louis Potrelle (1788-1824) (?), after Ingres. Self-

Portrait of 1804, before 1850. Etching, retouched by Ingres with

graphite and white gouache, 19'/ x \0/
%

in. (49 x 29 cm). Musee

Ingres, Montauban (68.2.6)

belongs with the other two in a category known at the

time in Germany as Freundsckaftsbilder (friendship paint-

ings). During their student days in Paris, Ingres, Gilibert,

and Bartolini were close friends; years later, when he

tried to persuade Gilibert to join Bartolini and himself in

Florence, Ingres recalled with nostalgia their happy days

of student camaraderie in Paris." It seems that Ingres's

three portraits were conceived as companion pieces,'
6
and

originally all three had the same format, with the figures

similarly proportionate to the pictorial spaces they

inhabit. That the Self-Portrait rhymes visually with each

of the others suggests that Gilibert may have returned to

Montauban rather soon, taking his portrait with him, and

that Ingres may have made the portrait of the sculptor as

a second pendant to his own.

The Self-Portrait now in the collection of the Musee

Conde (fig. 209) is a substantially reworked and smaller

version of the picture Ingres first painted in 1804. Some-

thing of its original appearance is known from an etching

(fig. 54), a photograph by Charles Marville (fig. 282), and

a copy made in 1807 by Julie Forestier (cat. no. 11);

another copy (cat. no. 147), made about 1850-60, is now

in the collection of The Metropolitan Museum of Art. As

initially conceived, the work showed the artist with a
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Fig. 55. Jean-Louis Potrelle (1788-1824), after Ingres. Lorenzo

Bartolini, 1805. Engraving (image), 9'/ x j
7/
g
in. (24.1X 20 cm)

light-colored overcoat draped over his right shoulder:

when it was exhibited at the Salon of 1806, a malicious

critic observed that the heavy coat must be encumbering

the inspiration of the moment. 37 The engraving suggests

that Ingres may originally have intended to portray him-

self at work on Gilibert's portrait, with its primed canvas

sitting on the easel before him. Is he perhaps attempting a

witticism by appearing to rub the lines out with the cloth

in his left hand? In the reworked version in the Musee

Conde, besides cropping the canvas, Ingres replaced the

overcoat with a dark cloak, erased the image of his friend

to create a more generalized effect, and improved the

rather clumsy juncture of his right arm and body. Some

of these alterations may have been occasioned by the crit-

icisms the work received at the Salon, including com-

ments that it was too highly contrasted (see page 500).

'

8

Compared with the carefully wrought Self-Portrait,

the portrait of Gilibert (cat. no. 5) is quite sketchy in exe-

cution: parts of the costume, the table on which Gilibert

leans, and especially his right hand are left in the state

of an ebauche, or loosely brushed-in sketch. While this

affectionate portrayal is a moving testimony to the

friendship between the two young men, its unfinished

and even experimental air suggests that the artist was



employing his willing model to explore his abilities as a

portrait painter on a relatively ambitious scale. This

informal, private image remained in Gilibert's family

until its donation to the Musee Ingres. It is perhaps

significant that the artist never requested it for any of

the exhibitions of his work that he organized in Paris,

although he was happy to have it shown locally in

Montauban in 1862 and even referred to it as "the best of

my portraits" at that time.'
9

To understand the original appearance of Ingres's

portrait of Bartolini (fig. 53), which was considerably

painted over at a later but unknown date, one must again

take recourse to an engraving (fig. 55), made in 1805, the

same year as the painting. Radiography reveals that the

work was originally signed and dated "Ingres /a son ami

Bartolini /i 805," while the present signature and date of

1806 were added when the surface was reworked. In its

first state Lorenzo Bartolini shares certain features with

the Self-Portrait: over his left shoulder, Bartolini wears a

light-colored cape, the counterpart to Ingres's pale over-

coat; the sculptor holds a small antique head of Jupiter,

instead of the tools of the painter's trade. The youthful

Bartolini looks tentative and intense, glancing over his

Fig. 56. Agnolo Bronzino (1503-1572). Portrait ofa Young Sculptor,

ca. 1540-50. Oil on canvas, 43V x 35^ in. (m.i x 9 1 .1 cm). Musee

du Louvre, Paris

shoulder as if engaged in a dialogue about the meaning or

attribution of the sculpture.

The austerity of the image, with Bartolini in silhouette

against a plain background (which was originally lighter),

holding a simple object that alluded to his taste, learning,

and vocation, has justly reminded later commentators of

sixteenth-century Italian portraits depicting connois-

seurs and scholars. An appropriate example is Bronzino's

Portrait ofa Young Sculptor in the Louvre (fig. 56), with

which Ingres would have been familiar.
40 Although the

Renaissance portrait clearly provided a compositional

model for the relatively inexperienced portrait painter, it

seems that Ingres must also have been consciously evok-

ing his friend's patrimony and aspirations. After return-

ing to his native Florence in 1807, Bartolini became one

of the most prominent Neoclassical sculptors in Italy.

When Ingres—not without a degree of envy—painted

his friend a second time in Florence in 1820 (fig. 135), he

depicted him as an establishment figure, brimming with

confidence, success, and a certain self-satisfaction. As for

his first depiction of Bartolini, Ingres also reportedly

considered it "one ofmy best works before my departure

for Rome." 4 '

Having failed to exhibit at the Salon of 1804, Ingres

was still waiting to establish a public reputation and

therefore probably set his sights on producing something

for the next Salon, scheduled for 1806. The previously

discussed portraits from 1804 and 1805 could be consid-

ered preparatory essays toward the more complete state-

ment he must have hoped to make in public on that

occasion.

Ingres was represented at the Salon of 1806 by the

Self-Portrait and at least three other new portraits. It is

not known whether the first, Napoleon I on His Imperial

Throne (cat. no. 10), was commissioned or undertaken on

the artist's own initiative. Ingres's driving ambition—he

once characterized himself as having "an excessive sensi-

bility and an insatiable desire for glory"
42—could have

led him to attempt on his own a definitive image of the

most powerful man in Europe. But such propagandistic

imagery was rigorously controlled at the time, and it

would have been presumptuous, not to say foolish, for a

barely recognized young painter to assert himself in this

way. No documents have so far come to light to prove a

commission, but there probably was some kind of

official approval, considering that the work was acquired

by the Corps Legislatif to be displayed in its rooms at the

Palais Bourbon and that Ingres was permitted to send it

to the Salon.



Fig. 57. Philibert Riviere, 1804—
5
(W 22). Oil on canvas, 45 '/x 35^ in. (115 x 90 cm). Musee du Louvre, Paris

Two of the three portraits commissioned by Philibert

Riviere—those of Madame Riviere (cat. no. 9) and of

the couple's daughter Caroline (fig. 58)—were also

exhibited in 1806; it is likely that Ingres withheld Philibert's

portrait (fig. 57) from the Salon, perhaps on account of

the sitter's royalist sympathies. 45 These sympathies may

account for the fact that the latter portrait seems to

have been intentionally modeled on David's depiction of

Philibert-Laurent de Joubert (fig. 59), a prominent

financier during the ancien regime. Ingres certainly knew

this portrait from David's studio, where it was left

unfinished, either because of the sitter's death in March

1792 or for political reasons. The poses and color har-

monies in the two works are strikingly similar, as are

various details, including the books on a table. Ingres's

portrait is meticulously finished, however, even more
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Fig. 58. Mademoiselle Caroline Riviere, 1806 (W 24). Oil on canvas, 39'^ x 25V in. (99.5 x 64.5 cm).

Musee du Louvre, Paris

so than David's completed and otherwise comparable

portraits of the 1790s, such as Gaspar Meyer (Musee du

Louvre, Paris).

Philibert Riviere came from a family whose members

served as royal administrators during the ancien regime.

His father, who remained loyal to the crown, was perse-

cuted during the Revolution and eventually arrested in

1792. Young Philibert's brother Jacques supported the

Revolution and was a member of the Committee of Public

Safety, but Philibert himself, on his marriage contract in

1792, gave his name as Riviere de l'lsle—surely an act of

provocation at a time when the noble particle "de" was

more than suspect. The Rivieres had close social connec-

tions in southwestern France, in particular in the Rouergue

region, where Philibert and his new bride took refuge

from Revolutionary events in Paris. Their daughter
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Caroline was born in Villefranche-de-Rouergue, near

Montauban, in 1793, just two weeks after the execution of

Louis XVI. There is little doubt that some Montalbanais

connection—the Vialetes de Mortarieu family, perhaps

—

brought the Rivieres and Ingres together in Paris after

they ended their exile and the young painter arrived in

the capital. Whether or not the mayor of Montauban was

involved, it was surely enlightened self-interest that led

Philibert Riviere to commission his family portraits in

1804 (probably at a reasonable price) from the young

Prix de Rome laureate: he must have expected to see

them exhibited prestigiously at the Salon, in the company

of Ingres's portrait of the emperor.

The Riviere family portraits are certainly more ambi-

tious in conception, and more highly wrought, than those

of any of Ingres's intimate friends. Forty-year-old

Philibert, relaxed, nonchalant, and worldly—he had a

reputation for professional and sexual opportunism44—
sits in a superb Empire armchair, which was fine enough

to have been inventoried after his death. The lettering on

a calf-bound volume on the table, Rousseau Oeuvres, prob-

ably alludes to a manuscript of Jean-Jacques Rousseau's

Nouvelle Heloise owned by Philibert.
45 The blue-covered

score of music by Mozart is perhaps meant to suggest an

enthusiasm shared by the painter and his sitter. While

Riviere had an important collection of paintings by

Northern masters of the seventeenth century and may

very well have owned the engraving after Raphael's

Madonna della Sedia lying on the table, its inclusion is

more likely a conceit introduced by Ingres. These attrib-

utes all add up to designate a man of taste and high cul-

ture. But the allusion to Raphael would connect the alert

viewer to the image discreetly woven into the carpet of

Napoleon Ion His Imperial Throne and subtly incorporated

into the composition itself in the portrait of Madame

Riviere (cat. no. 9).

Ingres brilliantly suggested gender distinctions in

his portraits of Monsieur and Madame Riviere. While

Monsieur is all angles and straight lines (which take their

cue from the rectangular format of the canvas itself),

Madame is all padded roundness and looping curves, as

plump as the sofa on which she reclines. Encircled by

her gorgeous cashmere shawl—one of a large collection

that was compensation, perhaps, for Philibert's many
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dalliances
4 ''—she is the prototype for a succession of

voluptuous portraits of pampered women, which have

become some of the most admired icons of Ingres's art.

The skillful integration of her figure into the oval frame

marks her as one of Ingres's first but most discreet

homages to his preferred old master, Raphael. In this

modern Madonna della Sedia, one can see Ingres already

creating what Baudelaire wickedly and perceptively

identified as "an ideal that is a provocative adulterous

liaison between the calm solidity of Raphael and the

affectations of the fashion plate."
47

No less original is Ingres's depiction of the thirteen-

year-old Mademoiselle Riviere (fig. 58). Dressed in vir-

ginal white, she is strikingly silhouetted against a limpid

blue sky and a river landscape, which is not only allusive

to her surname but surely emblematic in its purity. How-

ever, her idealized features and something of her pose are

cleverly adapted from Raphael's famous portrait La

Fornarina (fig. 60). Caroline's slender form is sensuously

encircled and given volume by a white fur stole, while its

chaste austerity is given piquancy by the mustard-colored

gloves, cut at the fingers. The highlights on these gloves

and the slight flourishes on her gathered sleeve are

Ingres's only concessions to painterliness in this otherwise

smoothly executed work. This moving image of inno-

cence on the cusp of womanhood gains a certain

poignancy with the knowledge that Caroline Riviere died

in June 1807, within a year of the painting's exhibition at

the Salon.

Of Ingres's works exhibited at the Salon of 1806,

Mademoiselle Riviere fared the best at the hands of the

critics. Her fresh beauty struck a sympathetic chord and

invited a comparison with the art of Correggio.
48
But the

portrait of the Emperor was attacked mercilessly for being

"Gothic," largely on account of its hieratic frontality, its

accumulation of symbolic and archaeological details, and

its meticulous technique evocative of Jan van Eyck's.

While Ingres's portrait of Madame Riviere is today

ranked among his masterpieces, it too was ridiculed upon

its exhibition in 1806. Ingres's avoidance of conventional

chiaroscuro effects, his preference for strong illumination,

flattened pictorial space, and pale color harmonies, and

his reliance on the arabesque of line to define form were

taken as presumptuous assertions of artistic individual-

ity.
49 By contrast, the prevailing aesthetic of the school of

David'
0
was more typically represented by the gently

modeled forms of a work such as Gerard's Madame

Regnault de Saint-Jean-d'Angely (fig. 61), which had

been greatly admired at the Salon of 1799.

Fig. 61. Francois Gerard (1770— 1837). Madame Regnault de Saint-

Jean-d'Angely, 1799. Oil on canvas, 40 5/ x 29'/^ in. (102.5 x 74 cm)-

Musee du Louvre, Paris

In the more private world of the portrait drawing,

however, Ingres was able to break new ground without

criticism. He made his group portrait The Forestier Fam-

ily (cat. no. 23), in our time one of his most admired and

famous drawings, during the summer of 1806, just a few

months before his departure for Rome. It was an impor-

tant personal as well as artistic statement, for he was

betrothed to the twenty-four-year-old painter Marie-

Anne-Julie Forestier that same summer. Surrounded by

her doting family—father, mother, and uncle—and with

the family maid Clotilde in the background, Julie adoringly

regards her intended. Both of the men portrayed here

were eminent lawyers, and the marriage would obviously

have been an advantageous one for the young painter

from Montauban.'
1

However, Ingres's long-awaited Italian

trip was not to prove the best way to cement the young

couple's engagement. Absence did not make Ingres's

heart grow fonder, and with the benefit of hindsight, the

modern viewer may easily see in Julie's eyes a well-

founded wistfulness at her fiance's imminent departure.

The painted self-portrait (see cat. nos. 11, 147) Ingres

sent to the 1806 Salon was no less criticized than his other
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submissions: one observer noted cuttingly that the "dark

and wild" look of the artist must have been caused by the

"terrifying subjects" he was about to paint.'
2
Ingres had

finally left for Rome in September, just days before the

opening of the Salon, but when he read the clippings sent

to him by his prospective father-in-law he was mortified

and never forgot their insults. Needless to say, he felt

shamed and embarrassed, but his reactions were typically

defensive and even a touch paranoid in the face of unex-

pected criticism: "I am the victim of ignorance, bad faith,

calumny. . . . The scoundrels, they waited until I was

away to assassinate my reputation."" In this and other

letters to Pierre Forestier, Ingres hinted at prejudice

against him on the part of Baron Dominique Vivant

Denon, director-general of the Louvre and overseer of

the Salon exhibitions, lack of support from David, and

a cabal led by the more fashionable portrait painter

Robert Lefevre, "my rival, my intriguer."
54 The feeling

that outside forces were against him dogged Ingres for

years: he continued to fear Denon's opposition, when he

was considering submitting works to the Salon of 1814,

and blamed his friend Granet and the latter's protector,

the comte de Forbin (who succeeded Denon at the Louvre)

for not acting in his best interests, when his works were

attacked again at the Salon of 1819.

Even as Ingres worked on his portraits for the Salon of

1806, he must have been dreaming all the while of his

postponed trip to the land of Raphael—and of the history

paintings he would rather have been painting. It was all

the more galling, then, that the portraits were vilified.

But, anxious as Ingres was to establish a reputation as the

rising star of the French school at the turn of the new

century, he would have to wait almost twenty years for

public recognition.
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i. Pierre-Frar^ois Bernier

ca. 1800

Oil on paper mounted on canvas

iy
3^xi4'/

2
in. (45x3- cm)

Memorial Art Gallery, University ofRochester,

Rochester, New York

Marion Stratton Gould Fund 55. ij6

W3

The boyish face of the scientist Pierre-

Francois Bernier (1780—1803), tilted

slightly to the left, stares wide-eyed past

the viewer. He is almost expressionless,

the smooth surface of his skin interrupted

by a Cupid's-bow mouth and crowned

with unruly curls of hair. His soft features

play against crisp delineations in the

cravat, lapels, and collar.

In size and format the portrait is related

to the slightly larger painting of the artist's

father (cat. no. 4) and especially to the

YoungMan with an Earring (fig. 50), both

of which are documented to the year 1804.

In each the sitter is presented bust length

before a dark background. While the han-

dling in the Young Man with an Earring is

freer than that seen here, the poses of the

two figures are virtually identical. The

Bernier painting, however, is traditionally

dated to 1800, when the sitter is known to

have been in Paris.

In his Notebook X Ingres refers to

Bernier as a childhood friend,
1

although

Pierre-Francois Bernier, an exact contem-

porary of the artist, is recorded in Mon-

tauban only after the young Ingres had

departed his native city for the Academie

Royale de Peinture, Sculpture et Architec-

ture in Toulouse and, subsequently, Paris.

Bernier was already publishing scientific

articles in the journal La Connaissance des

temps in Montauban, in collaboration with

an amateur astronomer named Duc-Le-

Chapelle, in 1797, the same year that Ingres

entered Jacques-Louis David's studio in

Paris.
2
Bernier, too, has been associated

with David's studio, in which not only

painters but scientists and draftsmen were

to be found, but this suggestion may be

apocryphal. Bemier's extensive obituary

notice, which recounts his career, makes

no mention of study with David. 3

In January 1800, following his scientific

pursuits in Montauban, the young Bernier

moved to Paris, where he remained less

than seven months. On August 5 of that

year he was named to a South Seas naval

expedition that departed Paris on Septem-

ber 28. Bernier conducted astronomical

and meteorological research during the

voyage, which was fraught with trouble

almost from its beginning. Disputes among

the crew led many scientists to leave the

mission and return to France. Perhaps

Bernier should have done so as well; on

June 6, 1803, he died of fever off the coast

of Timor at the age of twenty-three.4

Ingres doubtless met with the sitter dur-

ing Bemier's few months in Paris in 1800

and most likely completed the portrait

before his departure in September. The

anchor emblem on Bemier's lapel must

refer to the naval expedition on which he

secured a post in August 1800, a date sup-

ported by an inscription visible on the

back of the portrait at the time of the Haro

sales. 5 However, the portrait itself is not

dated, and its appearance in Ingres's Note-

books IX and X among other portraits

from 1804—5/ as well as its stylistic simi-

larity to portraits from these years, has led

to speculation about a later date.
7 Such a

date supports the theory that the portrait

was commissioned by Bemier's family

following the news of his death, but it

would then have had to be based on draw-

ings made from life in 1800 and now lost.

The conception and the somewhat tentative

execution of the painting—which is cau-

tiously handled and carefully impasted

—

suggest the earlier date, when Bernier and

Ingres were both living and possibly

studying together in Paris.

P. C. / N. Y.

1. Fol. 22. Vigne 1995b, pp. 327, 330.

2. For a biography of Bernier, see Rosenthal 1984,

which is the source for this catalogue entry.

3. Lalande 1804, pp. 256-70.

4. Historians of the voyage note that Bernier

died at twenty-three years, seven months,

and seventeen days, which places his birth

date in 1780, the same year as Ingres's. See

Peron and Freycinet 1807-16, vol. 2 (1816),

pp. 284-85.

5. The inscription is recorded in the 191 1 Haro

fils sale catalogue as follows: "Portrait of

Pierre-Franc;ois Bernier, astronomer, painted

by his friend Ingres— 1800." ("Portrait de

Pierre-Frangois Bernier, astronome, peint

par son ami Ingres— 1800.")

6. Fols. 123 and 22, respectively.

7. Delaborde (1870, pp. 261-62, no. 158, as

Vernier), who did not know the picture,
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placed it in 1805. Rosenthal (1984) also

explored the possibility of a later date.

Provenance: Probably Pierre-Francois

Bernier (1780-1803); possibly his family; Haro

pere etfils sale, Galerie Sedelmeyer, Paris,

May 30—31, 1892, no. 120, bought in; Haro pere

sale, Hotel Drouot, Paris, April 2-3, 1897, no. 168,

bought in; Haro fils sale, Hotel Drouot, Paris,

December 12—13, 19 II
>
n0 - 2I ^; Henry Lapauze,

Paris; his posthumous sale, Hotel Drouot, Paris,

June 21, 1929, no. 60; H. S. Southam, Ottawa, by

1934; M. Knoedler & Co., New York; purchased

by the Memorial Art Gallery, University of

Rochester, Rochester, N.Y., 1955

Exhibitions: Paris 1911, no. 2; Copenhagen

1914, no. 119; Paris 1914; New York 1931, no. 6

[eb]; Buffalo 1932, no. 31; Ottawa, Toronto

1934, no. 64; New York 1946—47, no. 6 [sic] [eb];

Richmond 1947, no. 15; Dallas 1951, no. 52; Palm

Beach 1951, no. 23; Fort Worth 1953, no. 12;

Winnipeg 1954, no. 8; New York 1961, no. 1;

Utica 1967; New York 1977, p. 51, ill.

References: Delaborde 1870, pp. 261—62,

no. 158; Lapauze 1911a, pp. 36—37; Masterpieces

ofIngres 1914, p. 18; Alexandre 1921, ill. p. 198;

Frohlich-Bum 1924, fig. 2; Hourticq 1928, p. II;

Pach 1939, p. 12, ill. opp. p. 15; Malingue 1943,

ill. p. 27; Courthion 1947-48, vol. 2, p. 169;

Wildenstein 1954, no. 3, fig. 13; Schlenoff 1956,

p. 91; Rosenthal 1984, pp. 23-29, fig. 1; Peters

1988, pp. 112-13, ill.; Fleckner 1995, p. 81, fig. 19;

Vigne 1995b, pp. 43, 325, 327, 330

2. Bonaparte as First Consul

July 12, 1804

Oil on canvas

8q
3/
8
x 5y

7/ in. (22J x 14J cm)

Signed and dated lower right: Ingres, an XII

[Ingres. (Revolutionary) Year XII]

Musee d'Art Moderne et d'Art Contemporain de

la Ville de Liege, on deposit at the Musee

d'Armes, Liege

W14

Bonaparte, wearing a gold-embroidered

red silk velvet double-breasted cutaway

coat and knee breeches, stands in the pose of

a state portrait, in front of a chair of office,

notionally in the prefecture of Liege. His

ceremonial sword, known as the Regent,

had been specially designed in 1803 and

encrusted with diamonds by court jeweler

Etienne Nitot. With his right hand he points

to a decree: "Fau[bourg] d'Amercoeur

rebati" ("Faubourg Amercoeur rebuilt");

his felt or beaver bicome and white kid

gloves are on the table, along with quill

pens and the edict awaiting his signature.

In his bright red outfit Bonaparte cuts a

striking figure, yet there is a certain austerity

in this presentation, as if he were an execu-

tive officer signing off on this important

document. Through the window is a view of

the quarter of Liege called Amercoeur, dom-

inated by the cathedral of Saint-Lambert,

and the citadel on the distant hill. Ingres

did not visit Liege, so the setting—the

plain but richly furnished room and the

composite view of the town—is based on

engravings and the artist's invention.
1

In the summer of 1803 Bonaparte,

accompanied by his wife, Josephine de

Beauharnais, made a tour of the northern

departments of France, visiting the towns

of Dunkerque, Bruges, Gand (Ghent),

Anvers (Antwerp), Brussels, and Liege.

These were the prefectural towns of their

respective departments— all, with the

exception of Dunkerque, in present-day

Belgium—which had been recognized as

belonging to France in the Treaty of

Luneville of 1801. As these regions were

somewhat marginal to France, it was felt

advisable after the consular visit to dispatch

to each an official portrait of the head of

state, reminding the citizens of his visit

and of their loyalty to the new regime.
2

Bonaparte visited Liege, in the depart-

ment of the Ourthe, during the first two

days of August. 3 The attention of the First

Consul was drawn to the ruins of the

faubourg Amercoeur, bombarded by Aus-

trian troops retreating from the French

some nine years earlier, in 1794. Petitioned

by the local inhabitants for reparation,

Bonaparte signed a decree on August 2,

1803, designating 300,000 francs for the

reconstruction of the devastated area.4

The signing took place in the prefecture

(today the Musee d'Armes, the current

home of this portrait), where the official

party was staying.

After Bonaparte's return to Paris, five

painters—Ingres, Jean-Baptiste Greuze,

Robert Lefevre, Charles Meynier, and

Marie-Guilhemine Benoist—received

commissions from the minister of the inte-

rior to paint full-length portraits of the

First Consul for distribution, respectively,

to Liege, Anvers, Dunkerque, Brussels,

and Gand. Later in the year, the prefec-

ture of Bruges made its own request for a
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portrait, which was painted by Joseph-Marie

Vien fils.

According to one early account, the

First Consul granted a brief sitting at

Saint-Cloud to Ingres and Greuze:

Bonaparte, accompanied by officers, did

indeed enter the room where the artists

awaited him. He went up to them, exam-

ined them with a quick glance, and

addressed his entourage: "These are

the painters who are to do my portrait?"

And in front of Ingres, who was standing

bolt upright and regarding him fixedly:

"This one here is very young! As for the

other ..." and he eyed poor Greuze in his

lace cuffs and jabot, with his powdered

hair and painted face, who was making his

bow with arms rounded and leg extended

in the fashion of the previous century

—

"As for the other, that one there is very

old!" Whereupon the great man turned

abruptly on his heel and went off, disap-

pearing into the depths of the palace. 5

While the story is certainly piquant, there

is no other evidence of such a "sitting."

Ingres's portrait is hardly a speaking like-

ness, and it is more plausible that he took

Fig. 62. Antoine-Jean Gros (1771-1835).

Bonaparte as First Consul, 1802. Oil on canvas,

8o 3/^x 50 in. (205 x 127cm). Musee National

de la Legion d'Honneur et des Ordres de

Chevalerie, Paris

as his model—and indeed followed rather

closely—an earlier portrait of the First

Consul painted by Antoine-Jean Gros in

1802 (fig. 62). Gros's portrait was the ini-

tial propagandistic painting of Napoleon as

First Consul, in which he presides over a

veritable sheaf of treaties on the table.

Giving this prime version his personal

endorsement by presenting it as a gift to

Second Consul Cambaceres, Bonaparte

ordered three copies from Gros, which

were sent to the cities of Lyons, Rouen,

and Lille. Even for this important commis-

sion Bonaparte seems not to have posed, so

Gros adapted an earlier portrait of his own,

the celebrated bust-length Bonaparte at

Areola (Musee du Louvre, Paris), painted

in Italy in 1796 after an actual encounter

with the dashing young general.

Gros was the rising artistic star of the

moment, and the aged, now rather enfee-

bled Greuze was a living legend. The

young Ingres must have been especially

grateful for his prestigious commission.

He had won the Prix de Rome in 1801, but

due to lack of government funds his trip

was postponed. In Paris he was biding his

time in the studio complex of the former

Couvent des Capucines, where Gros was

his neighbor. The 3,000 francs the por-

trait brought Ingres was far from the

15,000 francs that his teacher David could

demand for his portrait of the emperor

that Napoleon commissioned in 1805; yet

the official recognition must have augured

well for Ingres's future career.

Ingres completed the painting, which is

dated "Year XII" of the Revolutionary

calendar, on July 25, 1804. However, the

administration moved surprisingly slowly

in sending it off, considering that one pur-

pose of such an image was to assert the

legitimacy of Napoleon's rule. Nor was it

exhibited at the Salon of 1804—perhaps

because Napoleon had already declared

himself emperor in May that year. Not

until November 8 did Baron Dominique

Vivant Denon, director general of the

Musee Napoleon, inform the mayor of

Liege that the portrait was ready for ship-

ping; on February 1, 1805, the painting

arrived in Liege; on May 12 the prefect of

the Ourthe announced that the work would

be publicly displayed at the town hall on

the occasion of Napoleon's coronation as

King of Rome. Finally, on May 23, 1805,

the portrait was exhibited to the citizens of

Liege.
15 To them it still had resonance as a

reminder not only of the First Consul's

munificence to loyal subjects but also of

the republican days of the 1790s, when

Liege and the Ourthe suffered for France.

Ingres clearly took immense pains over

this important commission. It is immacu-

lately executed—unlike his more private

portraits made during this period, which

are relatively freely brushed—with careful

attention paid to details as well as to the

finish of surfaces and textures. Consider-

ing the destination of this work, we might

imagine that Ingres examined the finish

and saturated colors of early Netherlandish

paintings and their landscape backgrounds.

But portraits of about 1800 by David and

other pupils, such as Anne-Louis Girodet

and Francois Gerard, are often equally

vividly observed and precisely crafted.

Ingres's composition is boldly frontal in

design and states its meaning clearly yet

discreetly, with the First Consul poised

between his decree and the view through

the window of the restored town. The car-

peted floor in the foreground tilts discon-

certingly toward the viewer—another

feature suggestive of fifteenth-century

prototypes—but its apparent maladroit-

ness also serves to impress the image of

the subject upon us.

Ingres was proud enough of this portrait

to borrow it for his gallery at the Exposition

Universelle in 1855. It must have been a

matter of regret for the young artist that it

was sequestered for so many months after

its completion and that he was not able

—

presumably because political events had

intervened—to exhibit it in Paris at the Salon

of 1804. An ink-and-wash drawing (cat.

no. 3) may have been executed as a presen-

tation drawing; considering its fidelity to the

final painting, however, it is more likely a

record made by Ingres before the picture

was transported to Liege. p . c

.

t. The Musee Ingres, Montauban, has a drawing

(inv. 867.207) of the church copied from

an engraving: see Vigne 1995a, p. 468,

no. 2618, ill.

2. On these commissions, see Lillev 1985,

pp. 143-56, and Hubert 1986, pp. 23-30.
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3. For a detailed account of Bonaparte's visit

to Liege, including official documents, see

Lissingen 1905, pp. 3—20, 59-78. 1 am grate-

ful to Claude Gaier for bringing this publica-

tion to my attention.

4. One hundred thousand francs came from the

government; one hundred thousand from taxes

levied in Liege; and one hundred thousand

francs from the sale of treasures stolen by the

French from the cathedral of Saint-Lambert!

5. "Bonaparte, accompagne d'officiers, entra

effectivement dans la piece ou les artistes

l'attendaient. 11 va a eux, les examine d'un

coup d'oeil rapide, et s'addressant a son

entourage: 'Ce sont les peintres qui doivent

faire mon portrait?' Et devant Ingres qui le

regarde fixement, droit sur les jarrets: 'Celui-

ci est bien jeune! Quant a l'autre . .
.' et il

toise le pauvre Greuze en manchettes et

jabot, poudre, fardre, deployant, les bras

arrondis, la jambe tendue, les graces du siecle

precedent— 'Quant a l'autre, celui-la est

bien vieux!' Sur quoi le grand homme tourne

brusquement les talons, s'eloigne et se perd

dans les profondeurs du palais." Merson and

Bellier de la Chavignerie 1867, pp. 13-15;

Peinture francaise au XVIf et au XVUV siecle

n.d.,p. 315. Olivier Merson (1822— 1902)

probably knew Ingres, but we do not know

the source of his story.

6. On these dates, see Gaier 1980, pp. 1—5.

Provenance: Commissioned by the First

Consul on 29 Messidor, Year XI (July 17, 1803);

given by him to the city of Liege; deposited at the

Musee d'Armes, Liege

Exhibitions: Paris 1855, no. 3344; Paris

1900b; Paris 1911, no. 6; Saint Petersburg 1912;

Paris 1921, p. 18, no. 9, ill. p. 13; Brussels 1925-26,

no. 6; London 1932, no. 401; Paris 1937, no. 346;

Brussels 1947-48, no. 19; Rotterdam 1951, no. 19,

ill.; Brussels 1953; Recklinghausen, Amsterdam

1961; Bruges 1962, no. 307, ill.; Munich 1964,

no. 144; Paris 1967—68, no. 8

References: Magimel 1851, pi. 9; Renouvier

1 863, p. 493; Merson and Bellier de la Chavignerie 3

1867, pp. 13-15; Delaborde 1870, p. 24, no. 144;

Uzanne 1906, p. ix, pi. 9; Lapauze 1911a, pp. 56—58,

ill. p. 63; Benedite 1921, p. 334, ill. p. 333; Frohlich-

Bum 1924, p. 6, pi. 6; Hourticq 1928, fig. 13;

French Art 1933, no. 408, pi. 87; Jourdain 1949,

pi. 16; Alazard 1950, p. 31; Wildenstein 1954, no. 14,

pis. 3, 5
(detail); Schlenoff 1956, p. 54, fig. VI;

Ternois 1959a, nos. 17, 18; Koenig 1963, no. 106,

pi. I; Rosenblum 1967a, p. 60, pi. 3; Radius and

Camesasca 1968, no. 15, ill.; Connolly 1980,

pp. 52-68; Picon 1980, p. 102, ill. p. 32; Mainz

1983, p. 11, ill. p. 10; Eitner 1987—88, p. 159; New

York 1989—908, p. 84, ill. p. 70, pi. 61; Zanni 1990,

p. 20, no. 8, ill. p. 21; Vigne 1995a, p. 468; Vigne

1995b, p. 48, fig. 27; Roux 1996, pp. 8, 32, ill.

p. 33, ill. p. 32 (detail)
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3. Bonaparte as First Consul

1803-4

Brown ink andgray wash

8 7/
s
x 6 in. (22.5 x 1S.2 an)

Signed lower right: Ingres ft [Ingres made (this)]

Private collection

New York and Washington only

This drawing—relatively unusual for

Ingres in that it is executed in ink and

wash—follows closely the composition of

the finished painting Bonaparte as First

Consul (cat. no. 2). For this reason it is more

likely to be a record of the completed

painting than a study for it, as has been

suggested, for example, by Joseph Baillio.
1

There are two preparatory drawings for

the painting in the collection of the Musee

Ingres, Montauban. One is a pencil sketch

for the sitter's legs.
2 The other is a more

detailed pencil drawing for the facade of

the cathedral of Saint-Lambert in the back-

ground of the painting. 3
It was probably

made from an engraving, as the cathedral

was destroyed in 1794. p.c.

Provenance: M[onsieur] L. de Saint-Vincent

[eb]; his heirs [eb]; their sale, Hotel des Ventes,

Paris, March 8-9, 1852, no. 125 [eb]; probably

purchased at that sale by Jules Boilly (1796—

1824) [eb]; his sale, Hotel des Commissaires-

Priseurs, Paris, March 19, 1869, no. 147; purchased

at that sale for 760 francs, probably by Monsieur

Sch [eb]; his sale, Hotel Drouot, Paris,

February 28, 1870, no. 18; probably sold to the

comte de Reiset [eb]; Comte de Reiset, Chateau

de Breuil-Benoit (Eure); bequeathed to his wife,

the comtesse de Reiset; after her death, the comte

de Reiset's posthumous sale, Hotel Drouot, Paris,

January 30, 1922, no. 21; sold for 2,200 francs;

private collection

Exhibitions: Paris 1874, no. 1060; New

York 1976, no. 26; London 1979; New York

1989-90, no. 108, ill.

1. In New York 1989—90, p. 107.

2. Vigne 1995a, no. 2617, inv. 867.206.

3. Ibid., no. 2618, inv. 867.207. Vigne identifies

the church as the abbey church in Amer-

coeur, which was designated in 1802 to

replace the destroyed Saint-Lambert as

Liege's cathedral

.

References: Delaborde 1870, p. 308, no. 380;

Lapauze 1911a, ill. p. 62; Dessins deJean-Dominique

Ingres 1926, fig. 4; London 1932, p. 190, under

no. 401; French Art 1933, p. 96, under no. 408;

Ternois 1959a, preceding no. 17; Paris 1967-68,

p. 14, under no. 8; Baillio 1989, p. 37, no. 17, ill.;

Ingres 1994, ill. opp. p. 28

4. Jean-Marie-Joseph Ingres

1804

Oil on canvas

2i
s^xi8 1/

2
in. (55 x 43 cm)

Musee Ingres, Montauban

IV iS

Our primary source of information about

Jean-Marie-Joseph Ingres (1755-1814) is a

biography written by Edouard Forestie,

first published in i860 mLa Biographie de

Tarn-et-Garonne. Forestie's authority, in

turn, was the younger Ingres, to whom he

wrote for information in 1855. Ingres's oft-

cited response, which outlines Joseph's

biography and artistic career, shows both

pride in the senior Ingres's accomplish-

ments and recognition of the debt the by

then famous painter owed to his father for

support and encouragement: "If M. Ingres

pere had had the advantages that he gave

his son to be able to come to Paris to

study with the greatest of our masters, he

would have been the leading artist of his

day.'" Indeed, the artist's father seems to

have fostered the talents of this son at the

expense of the rest of his family.
2

Born in 1755 in Toulouse, the elder Ingres

trained at the Academie Royale there. His

studies in drawing, painting, sculpture, and

architecture prepared him well for a life as

a provincial jack-of-all-art-trades. After

the Academie he embarked on a few years

of travel, going—according to his son

—

as far south as Marseilles before settling in

Montauban in 1775. Two years later he

married Anne Moulet (1758-1817), the

daughter of a master wigmaker.

Joseph Ingres had no shortage ofwork in

Montauban. He taught drawing at a vari-

ety of institutions in town, painted accom-

plished portrait miniatures, 3 and was

commissioned to work on the interior and

exterior embellishment of secular and reli-

gious buildings in the area. In 1778 he exe-

cuted the decoration of the sanctuary of

the nearby church of Falguieres, which
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included a sculpture of its patron saint,

Mary Magdalen. He also undertook various

types of decorative work for the local nobil-

ity, among them Baron Joseph Vialetes de

Mortarieu, and made a portrait miniature

of the baronne.4 In the courtyard of the

Musee Ingres today, the visitor can admire

several terracotta figures from a set of gar-

den statues that adorned the property of

the Belveze family. 5 (Local Montauban

names, such as Mortarieu and Belveze,

would turn up among the younger Ingres's

first patrons in Paris.) Joseph Ingres is best

remembered for his participation in the

decorations for Bretolio, the chateau near

Montauban of Monseigneur Anne-Francois-

Victor Le Tonnelier de Breteuil, bishop of

Montauban. For this same patron Joseph

provided interior ornamentation for sev-

eral rooms of the episcopal palace, later the

Hotel de Ville and now the Musee Ingres.

In 1790 he was accepted as a member of the

Academie in Toulouse, in whose drawing

school he enrolled his son the following year.

Jean-Auguste-Dominique was the oldest

survivor of seven children born over the

course of nineteen years to Anne Moulet

and Joseph Ingres. Two siblings died in

infancy (Anne, 1782—1784; Jacques, 1785—

1786). The artist barely knew his surviving

sisters (Augustine, 1787-1863; Anne-Marie,

1790— T870) and never knew at all his

twin brothers born in 1799 (Pierre-Victor,

d. 1803; Thomas-Alexis, d. 1821).
6 The

senior Ingres's marriage was a less than

happy one, and the couple spent long

periods of time living apart; from 1788 to

1792, for example, Joseph lived principally

in Moustiers, then moved to Toulouse to

supervise his son's artistic education. The

elder Ingres appears to have been uninter-

ested, to the point of neglect, in his younger

children and his wife. In January 1803,

during the three-year-old Pierre-Victor's

final illness, Madame Ingres wrote to a

lawyer, "I am without my husband's recog-

nition. I have not been shielded from the

countless infamous words and abusive

things that he said to me this morning." 7

The death of Joseph Ingres in 1814 left his

widow in penury, as a letter to her son in

Rome makes clear.
8

The portrait Jean-Marie-Joseph Ingres

dates from a visit Ingres's father made in

1804 to Paris, probably in anticipation of

the younger artist's impending trip to

Rome. As portrayed by his son, he appears

more youthful than his forty-nine years.

Joseph's sharp eyes engage the viewer

directly, while his pursed lips and slightly

narrowed eyebrows give the appearance of

a considered assessment ofwhat he sees.

Yet the face, softened by the curling lines

of hair and sideburn, retains a gentle qual-

ity. Gradations of tone in the modeling of

the face, and the somber palette, con-

tribute to the solemn mood, which may

have reflected the sitter's personality.

Ingres pere's evaluating gaze likely reflects

the artist's perception of his father at that

moment, when the son was on the thresh-

old of his career, eager for success. Ingres

evidently made a special effort with this

portrait, which was surely a tribute to a

proud father from a grateful son. Its sub-

dued style is indebted to portraits by Jean-

Baptiste Greuze (fig. 51) and Jacques-Louis

David (for example, Monsieur Caspar

Meyer; Musee du Louvre, Paris). It lacks

the hard-edged look of portraits Ingres

would produce shortly thereafter, such as

those of Baron Vialetes de Mortarieu

(fig. 52) and Madame Aymon (cat. no. 8).

An engraving of this portrait published

in 1851 by Achille Reveil differs signifi-

cantly from the painting. 9 In it the sitter is

shown in three-quarters length, his left

arm slung behind a visible chair back and

his right hand resting on his knee. The

engraving may have been made after a

drawing, now lost. The only other image

of Joseph that Ingres is known to have

executed is a small portrait drawing in

profile (Musee Ingres, Montauban)
10
from

1792, somewhat in the style of the father's

own works at that period.

Ingres kept his painting Jean-Marie-

Joseph Ingres as a sentimental reminder of

its subject, whom he did not see again after

its creation. Ingres pere died in 1814, while

the artist was living in Rome. Writing in

1818, a year after his mother's death, to his

old friend Jean-Francois Gilibert, Ingres

had the portrait of his father before him:

"My poor father, he was very fond of you!

Yet his portrait is still my consolation; I

think I see him as he was in life."" The

artist kept this likeness of his father in his

possession until his own death, when he

bequeathed it to the museum in Montauban

as part of his personal collection, which

included a number of drawings by Joseph

Ingres. P . c . / N . Y

.

1. "Si M. Ingres pere avait eu les advantages

qu'il donna a son fils de pouvoir venir etudier

a Paris chez le plus grand de nos maitres, il

eut ete de son temps le premier artiste."

Ingres to Forestie, January 20, 1855, quoted

in Lapauze 1911a, pp. 9—11. For a more

recent study of Joseph Ingres, see Bosson

et al. 1992.

2. For the most recent research on the Ingres

family, see Vigne 1997, pp. 13—39-

3. Lapauze (1911a, pp. 4—7, 10) reproduces five

of Ingres pere's portrait miniatures.

4. The Ingres family may have been living in a

dependency of the Mortarieus in the 1790s;

see Vigne 1997, p. 32, n. 4.

5. Forestie 1886, pp. 14-16.

6. For recent information on Ingres's family,

especially his complex relationship with his

sisters and their illegitimate children, see

Vigne 1997.

7. "Je suis sans laveu de mon mari, je ne suis

pas ettee a labry de mille infamies et mauvais

traitements quil ma dit se matins." Lapauze

1911a, p. 5.

8. See Madame Ingres's letter to the artist in

Rome, dated August 5, 1814, in Boyer

d'Agen 1909, pp. 23—26.

9. Magimel 1851, pi. 6. A scientific examination

of the painting would be necessary to deter-

mine if it was cut down at a later date or if

Reveil was simply being inventive in his

engraving.

10. Musee Ingres, inv. 867.275a; reproduced in

Vigne 1995a, no. 2674.

11. "Mon pauvre pere, il t'aimait bien! Son por-

trait fait cependent encore ma consolation;

je crois le revoir vivant." Ingres to Gilibert,

July 17, 1818, in Boyer d'Agen 1909, p. 34.

Provenance: The artist's bequest to the city

of Montauban; Musee Ingres, Montauban, 1867

Exhibitions: Possibly Paris (Salon) 1806;

Paris 1855, no. 3374; Montauban 1862, no. 544;

Paris 1867, no. 94; Paris 1878, no. 839 [eb]; Paris

1885, no. 155 [eb]; Paris 1900a, no. 379 [eb]; Paris

1911, no. 3; Paris 1921, no. 4; New York, Man-

chester, Detroit, Cincinnati, Cleveland, San

Francisco 1952-53, no. 1; Toulouse, Montauban

1955, no. 97, ill.; Montauban 1967, no. 11;

Montauban 1980, no. 5

References: Magimel 1851; Blanc 1870,

p. 231; Delaborde 1870, p. 24, no. 128; Gonse

1900, p. 194; Mommeja 1904, p. 37; Mommeja

1905a, no. 4; Uzanne 1906, ill. p. 37; Wyzewa
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1907, p. 6, fig- II; Boyer d'Agen 1909, p. 445;

Lapauze 1911a, p. 43; Alexandre 1921, ill. p. 197;

Bouisset 1926, pp. 24, 52, ill. p. 37; Hourticq

1928, p. Ill, ill. p. 5; Fouquet 1930, p. 30; Alazard

1950, p. 26; Wildenstein 1954, no. 16, fig. 11;

Schlenoff 1956, fig. V; Ternois 1965, no. 150, ill.;

Radius and Camesasca 1968, no. 14, ill.; Rizzoni

and Minervino 1976, p. 9, ill.; Naef 1977-80, vol. 1

(1977), p. 59, ill.; Tokyo, Osaka 1981, ill.; Rosen-

thal 1984, pp. 23-29, fig. 2; Zanni 1990, no. 7, ill.;

Fleckner 1995, p. 81, fig. 20; Vigne 1995b, p. 48,

fig. 28, pp. 325, 327, 330-31

5. Jean-Pierre-Francis Gilibert

Oil on canvas

39 xji^in. (99x81 cm)

Muse'e Ingres, Montauban

Wi5

The aged Ingres, on the occasion of this

painting's exhibition in Montauban in

1862, pronounced the portrait to be his

best,' an opinion certainly influenced by

sentiment for his childhood friend, then

dead some twelve years. Ingres's letters

to Gilibert, with whom he corresponded

for almost three decades, are a fundamen-

tal source of information on the artist.
2

Unfortunately Gilibert's responses, which

might have allowed some insight into the

personality of this most loyal of confidants,

have not survived.

Jean-Pierre-Francois Gilibert was born

in Montauban on January 27, 1783, to Jean

Gilibert, a wigmaker, and his wife, Mar-

guerite Revel. Early biographers assumed

that Ingres met Gilibert, almost four years

his junior, at the Christian Brothers' school

in Montauban, which Ingres is known to

have attended; more recent scholarship

has revealed this as unlikely. 3 Regardless of

the circumstances of their initial encounter,

Gilibert was to become a devoted, lifelong

friend to the artist.

Ingres's formal education, as well as his

residence in Montauban, ended in 1791. He

and his father left for Toulouse, where the

young artist was enrolled at the Academie

Royale de Peinture, Sculpture et Architec-

ture for six years. Gilibert did not see

Ingres again until they were reunited in

Paris in 1797, when the artist was studying

at the studio of Jacques-Louis David and

Gilibert was completing his legal training.

A lover of art and music, Gilibert par-

ticipated in the creative circle in which

Ingres moved. The group included the

future critic Etienne-Jean Delecluze, the

painter Francois-Marius Granet (see cat.

no. 25), and the sculptor Lorenzo Bartolini

(see fig. 53), who would later share his stu-

dio in Florence with Ingres. A book of

caricature sketches, depicting Gilibert,

Ingres, and other students of David, docu-

ments their time together in Paris.4 The

days of student camaraderie lasted until

Ingres left for Rome in September 1806.

Gilibert initiated his correspondence with

the artist following the death of Ingres's

mother in 1817. Remorseful at his neglect

of his friend since leaving Paris, Ingres

affirmed their relationship in his response:

"you are my oldest (since we knew each

other as children) and only real friend; and

so we shall remain, I hope, as long as we

live."
5 However, Ingres saw his friend in

person on only three occasions after their

student days in Paris, as Gilibert was as res-

olute in his desire to remain in Montauban

as Ingres was in his continued absence from

his native city. Throughout the course of

their correspondence, Ingres pleaded with

Gilibert to visit him, either in Italy or in

Paris. He wrote, "Why may I not hope

that you will come and join me?" and "Do

we enjoy all the gifts of friendship, with

four hundred leagues always between each

other?"; later still, he asked, "Must such

good friends live continually separated

from one another?"
6

Ingres's first reunion with Gilibert was

prompted by the 1826 installation of The

Vow ofLouis XIII in Montauban Cathedral

(fig. 146), a commission that Gilibert had

been instrumental in obtaining for his

friend. Ingres's letters to Gilibert from

Florence, where he lived from 1820 to

1824, document the tribulations the artist

experienced in the creation of the painting,

ranging from the implementation of the

theme to the payment he was to receive

from the state. Six years after the commis-

sion, and two years following its resounding

success at the 1824 Salon, Ingres accom-

panied his masterpiece home, where he
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rejoined Gilibert. Upon his return to Paris

the artist wrote, "And even though I have

been in Montauban, as in a dream, every-

thing is in my heart in utter reality."
7

A portrait drawing now in the Musee

Ingres, Montauban (fig. 161),
8 commemo-

rates a trip Gilibert made to Paris in 1829,

at Ingres's insistence, following the death

of Gilibert's father the preceding year.

Ingres kept the drawing as a memento,

frequently referring to the comfort the

image gave him in the absence of the sitter.
9

By April of 1829 Gilibert had returned to

Montauban, and shortly thereafter he

married Antoinette-Pauline-Catherine-

Virginie Lacaze-Rauly. Their daughter

Pauline, with whom Ingres would corre-

spond following Gilibert's death, was

born in 1830.

Despite pleas from Ingres, most notably

after the premature death of Madame

Gilibert in 1832, Gilibert remained in

Montauban until 1842, when, after urging

by both Ingres and his wife, Gilibert and

Pauline traveled to Paris. Monsieur and

Madame Ingres became devoted to the

child, whose portrait (N 386; Musee Ingres,

Montauban)
10

Ingres drew during the

Giliberts' short stay. Ingres never saw his

friend again after this visit. Gilibert was

stricken with paralysis at the end of 1847

and was ill for three years. He died on

April 13, 1850, a loss Ingres felt deeply.

Jean-Pierre-Francois Gilibert was painted

during Ingres's first years in Paris, when

he and Gilibert cemented their relationship.

It served as a souvenir for the sitter and

perhaps also as an announcement to poten-

tial patrons in Montauban, with whom

Gilibert would later negotiate on behalf of

his friend. A preliminary outline sketch

of this portrait at one time appeared on the

artist's canvas in the self-portrait Ingres

sent to the Salon in 1806."

Although few but the painter would

consider this his best likeness, glimpses of

Ingres's more mature portraits can be seen

in Gilibert. Almost lifesize, the sitter is

presented in three-quarters view, his hat

tucked under his right arm to form a rather

awkward silhouette. Ingres's command of

line is already manifest in the careful con-

tours of the young man's cheek, shoulders,

and left hand, as well as in the delicate

wave of his hairline, repeated in the ruffle

of his shirt. An uncharacteristic sketchi-

ness in the lower third of the portrait gives

it an unfinished appearance.
12 The eyes

do not engage the viewer as they do in

other early portraits. Yet the image has

an immediacy and sincerity that attest to

the close relationship between artist

and sitter. P . C . / N . Y

.

1. Ingres to Armand Cambon, April 27, 1862:

"I am glad to see the best ofmy portraits,

that of our dear Gilibert, being shown there

at last." ("Je suis heureux aussi d'y voir

figurer enfin le meilleur de mes portraits,

celui de notre cher Gilibert."). In Boyer

d'Agen 1909, p. 445.

2. Some of these letters are published in Boyer

d'Agen 1909; a more complete edition is

desirable. Lost during World War II, many

letters were found in 1953 in the possession

of Gilibert's descendants; see Naef 1977—80,

vol. 3 (1979), P- 56 -

3. Schlenoff (1956, pp. 29—32) has documented

that the Christian Brothers' school closed

after the school year of 1790—91, when

Gilibert would have been too young to

attend. The resources of the Gilibert family,

as well as circumstantial evidence in the

Seancespubliques du Lycee of Year VIII, sug-

gest that Gilibert attended the private school

of Monsieur Pastoret in Montauban.

4. Now in a private collection in Montauban,

the sketchbook was exhibited in Montauban

1967, as no. 130, and was first discussed in

M.-J. Ternois 1956, pp. 30-32.

5. "tu es pour moi le plus ancien (puisque

nous nous sommes connus enfants) et le

seul veritable ami; et tels nous serons toujours,

j'espere, tant que nous vivrons." Ingres to

Gilibert, July 7, 1818, in Boyer d'Agen

1909, p. 34.

6. "pourquoi ne puis-je esperer que tu ne

viennes me rejoindre?" Ingres to Gilibert,

from Florence, January 2, 1821, in Boyer

d'Agen 1909, p. 65; "joissons-nous de tous

ces dons de l'amitie, toujours a quatre cents

lieues l'un de l'autre?" Ingres to Gilibert,

from Rome, July 10, 1839, in ibid., p. 286;

"faut-il que de si bons amis vivent contin-

uellement separes l'un de l'autre?" Ingres to

Gilibert, from Paris, February 19, 1842, in

ibid., p. 307.

7. "Et quoique j'aie ete a Montauban, comme

en reve, tout est dans mon coeur en bien par-

fait realite." Ingres to Gilibert, December 13,

1826, in ibid., p. 184.

8. Inv. 867.253; Vigne 1995a, p. 477, no. 2658, ill.

9. "I have felt and thought often, like yourself,

together with my wife in front ofyour por-

trait." ("J'ai senti et pense souvent, comme

toi, de concert avec ma femme en face de ton

portrait.") Ingres to Gilibert, August 12,

1830, in Boyer d'Agen 1909, p. 223.

10. Inv. 867.254; Vigne 1995a, no. 2659, Al-

ii. The complicated history of this painting is

discussed in Vigne 1995b, p. 48, n. 25, and in

Cazelles and Lefebure 1979, p. 42, among

others. See also cat. nos. 11 and 147 in this

book. As exhibited in 1806 and commented

upon by Salon reviewers, the painting depicted

the artist standing before a blank canvas.

However, an etching retouched by Ingres

and an 1 84 1 photograph by Charles Marville

(figs. 54, 282) show a sketch of the Gilibert

composition in front of Ingres. The artist

subsequently made several changes to the

composition; today the painting again pre-

sents a blank canvas (fig. 209).

12. Ingres appears to have considered the work

complete. For an analysis of its function

as an intimate portrait, see Fleckner 1995,

pp. 87-89. The very fact of its seeming

incompleteness, however, permits firsthand

analysis of Ingres's working method, as

described in Vigne 1995b, p. 44.

Provenance: Jean-Pierre-Francois Gilibert

(1783— 1850); his daughter, Mme Emilien

Montet, nee Pauline Gilibert, Montauban; her

daughter, Mile Montet-Noganets, Montauban;

Mme Fournier, granddaughrer of the sitter;

bequeathed by her to the Musee Ingres,

Montauban, 1937

Exhibitions: Montauban 1862, no. 547;

Paris 1911, no. 8; Paris 1921, no. 7; New York,

Manchester, Detroit, Cincinnati, Cleveland,

San Francisco 1952—53, no. 3, ill.; Rome, Florence

1955, no. 58, fig. 24; Toulouse, Montauban 1955,

no. 98; Malmo, Goteborg, Stockholm 1965, no. 64,

ill.; Montauban 1967, no. 12; Paris 1967-68,

no. 11, ill.; Florence 1968, no. 1, ill.; Montauban

1980, no. 7

References: Magimel 1851; Delaborde 1870,

no. 121; Mommeja 1904, p. 37; Boyer d'Agen

1909, pp. 416, 444-46; Lapauze 1911a, p. 42, ill.

p. 61; Hourticq 1928, ill. p. 8; Pach 1939, p. 11;

Alain 1949, ill.; Alazard 1950, p. 28; Wildenstein

1954, no. 15, fig. 13; Schlenoff 1956, fig. V; Ternois

1959a, under nos. 60, 61; Ternois 1959b, p. 19,

fig. 18; M.-J. Ternois 1959, p. 120, fig. i; Ternois

1965, no. 151, ill; Radius and Camesasca 1968,

no. 18, ill; Naef 1977-80, vol. 3 (1979), p. 38,

ill; Siegfried 1980a, vol. 1, p. 47; Tokyo, Osaka

1981, ill; Zanni 1990, no. 10, ill; Fleckner 1995,

pp. 87-90, fig. 25; Vigne 1995a, p. 476; Vigne

1995b, p. 44, fig. 24, pp. 327, 330
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6. Monsieur Belveze-Foulon

i8o5

Oil on canvas

2i
5^xi8in. (55x46cm)

Signed and dated lower left, on the chair back:

Ingres / 1805

Musee Ingres, Montauban

W20

Although he has frequently been described

as the son of a consul of Montauban, the

exact identity of this member of the Belveze

family continues to elude scholars.
1

Well

established in Montauban, the Belveze

family was wealthy enough to have com-

missioned garden statuary from Ingres's

father, Joseph (see cat. no. 4). It is likely that

this young man, who appears to be about

the same age as the artist, was a childhood

friend from Montauban. Ingres mentions

the painting three times in Notebook X,

once as "Belvese Poulon."
2 The sitter looks

confidently and candidly at the viewer, and

an amicable smile plays about his mouth.

Dated 1805 on the chair back, the portrait

bears a marked resemblance to that of

Joseph Vialetes de Mortarieu (fig. 52),

mayor of Montauban from 1806 to 181 5,

whom Ingres depicted in 1806. The sub-

jects are shown in virtually identical bust

length, each turned in three-quarters view

to the viewer's left. Particularly striking in

each portrait is the deep shadow, delineated

from the sitter's left eyebrow to the tip of

his nose, cast by the strong light on the face.

The heavily lidded eyes ofboth young men

stare frankly at the viewer. Belveze-Foulon,

indoors, drapes his right arm over the

back of a chair, while Vialetes de Mortarieu

Fig. 63 . Drawing after the Portrait ofBelveze-

Foulon, 1805. Graphite on paper, 4'/ x 3^ in.

(12 x 9.9 cm). Musee Ingres, Montauban

(867.201)

appears before a windswept sky, in a slightly

abbreviated bust length.

Monsieur Belveze-Foulon is one of a suc-

cession of likenesses ofyoung companions

painted by Ingres prior to his departure for

Rome in 1806. These include images of

his close friend Jean-Frangois Gilibert (cat.

no. 5), the astronomer Pierre-Frangois

Bernier (cat. no. 1), the sculptor Lorenzo

Bartolini (fig. 53), and Vialetes de Mor-

tarieu. The circumstances of this portrait's

execution are unknown; it may have been

commissioned by the sitter's family or done

simply out of friendship while Belveze-

Foulon was in the capital. However, the

name Belveze-Foulon does not appear in

the artist's correspondence with other

Montauban friends, such as Gilibert. A
drawing after the portrait (fig. 63), included

among Ingres's bequest to the museum

in Montauban, 3 was likely kept by the

painter as a souvenir. /r p. c.

/

n. y

.

1. Neither Henri Delaborde (1870) nor Jules

Mommeja (1905a) proffers suggestions regard-

ing the sitter's given name or occupation.

Henry Lapauze (1911a, p. 42) appears to

have been the first to append "Foulon" to

his name and to have called him "son of a

Montauban consul of 1789" ("fils d'un consul

montalbanais de 1789"). Schlenoff (1956, p. 92,

n. 3) found two Belveze families among the

Montauban archives, a "Belveze attorney"

("Belveze-avocat") and a "Belveze ware-

house keeper" ("Belveze-entreposeur").

Daniel Ternois (in Paris 1967—68, no. 12)

discovered a Belveze listed in the Annuaire du

Tarn-et-Garonne among the officers of the

prefecture and later a councillor there.

2. All on fol. 22; see Vigne 1995b, pp. 327, 331,

nos. 24, 25, 39.

3. Inv. 867.201. The drawing is not mentioned

in Cambon 1885 or in Mommeja 1905a. It is

catalogued in Ternois 1959b, no. 12, and in

Vigne 1995a, no. 2608.

Provenance: By inheritance and descent

through the family of the sitter; acquired from

the Belveze family by the city of Montauban,

1844; Musee Ingres, Montauban

Exhibitions: Montauban 1862, no. 546;

Paris 1867, no. 83; Paris 1911, no. 5; Paris 1921,

no. 8; New York, Manchester, Detroit, Cincinnati,

Cleveland, San Francisco 1952—53, no. 2; Toulouse,

Montauban 1955, no. 99; Tokyo, Kyoto 1961,

*
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no. 19; Montauban 1967, no. 13; Paris 1967-68,

no. 12; Montauban 1980, no. 9; Tokyo, Osaka

1981, no. 64

References: Blanc 1870, p. 231; Delaborde

1870, no. 106; Cambon 1885, no. 29; Gonse 1900,

p. 194; Mommeja 1904, p. 37; Mommeja 1905a,

no. 5; Uzanne 1906, ill. p. 27; Lapauze 1911a,

p. 42, ill. p. 57; Bouisset 1926, p. 50; Hourticq

1928, p. Ill, ill. p. 9; Alain 1949, ill.; Alazard 1950,

p. 29; Wildenstein 1954, no. 20, fig. 15; Schlenoff

1956, p. 92; M.-J. Ternois 1956, p. 21; Ternois

1959a, no. 12; Ternois 1959b, p. 19; Ternois 1965,

no. 152, ill; Radius and Camesasca 1968, no. 19;

Zanni 1990, p. 23, no. 11; Fleckner 1995, p. 81,

fig. 22; Vigne 1995a, p. 466, ill.; Vigne 1995b,

P- 44, fig- 25, PP- 327, 33i

7. Pere Desmarets

i8o5

Oil on canvas

z5 1/
2
x 2i'^in. (64.8 x S4.5 cm)

Signed and dated left: Ingres / 1805

Muse'e des Augustins, Toulouse

D. igSz.i (MNR i5b)

Recuperated by the Allies in 1945

Wzi

Ingres refers to this sitter as "Le Pere

Desmarets" in his Notebook X,
1

but the

man's identity remains a mystery. When

the portrait first appeared in public, shortly

after Ingres's death in 1867, the subject

was described in the Danlos sale catalogue

as "the friend and foremost protector of

Monsieur Ingres,"
2
but as this is the sole

reference to such a protector, the suggestion

is at best an overstatement of his role in

Ingres's career. He was at one time identi-

fied as the rather obscure engraver Sebastien

Desmarets (active 1800-1820),3 who, while

an unlikely "protector," could conceivably

have been portrayed as a fellow artist in an

informal and intimate portrait such as this.

Most recently Helene Toussaint has tenta-

tively proposed the name of Pierre-Marie,

called Charles, Desmarest (1764-1832),

Napoleon's trusted chief of police,4 but it

is hard to imagine Ingres painting this pri-

vate and personal likeness of such a pow-

erful official.

The painter Frederic Desmarais (1756—

1813) has also been suggested; 5 he won

the Prix de Rome in 1785 but spent the

rest of his life in Italy, where he died in

Carrara. Desmarais would have known the

young sculptor Lorenzo Bartolini in

Florence, before Ingres and Bartolini

became acquainted in Paris in the studio

of Jacques-Louis David. Desmarais later

became a colleague of Ingres's close friend

when in 1808 Napoleon sent Bartolini to

set up a sculpture school in Carrara, where

Desmarais was by then a professor at the

academy. Desmarais exhibited two classical

history paintings at the Paris Salon of 1806:

Cleombrotus Fleeing the Anger ofLeonidas

(no. 140) and The Abduction ofBriseis (no.

141). Thus, it is likely he was in Paris in

1806; he may even have been "my M.

Desmarets," a person known to Ingres

and encountered on a visit to the Salon

by Ingres's prospective father-in-law, as

briefly mentioned in their correspondence

that year.
6
If the fifty-year-old painter did

associate with Ingres and Bartolini at this

time, Ingres may have called him affec-

tionately "Father Desmarets" as an artistic

mentor, rather than in the clerical sense

the name first brings to mind. Delaborde

says Ingres retouched this work, adding

the gray cloak "toward the end of his life."

He signed and dated it then also, on top of

the cloak; so the given date of 1805 may

not be a precise recollection and 1806

could be the true date of the portrait.
7

This portrait is consistent in format with

others made by Ingres in the years 1804 to

1806, before leaving for Rome; these works

include Monsieur Belvb^e-Foulon (cat. no. 6),

YoungMan with an Earring (fig. jo), Jean-

Marie-Joseph Ingres (cat. no. 4), and Joseph

Vialetes de Mortarieu (fig. 52). There is

great stylistic variety within this group,

however, and the austere presentation of

Desmarets is not embellished with conceits

of stylized line or bold color. Simplicity of

pose and background is matched by the

sitter's attire, a white shirt that has been

alternately interpreted as an artist's smock

or, more convincingly, as the casual dress

of an intimate portrait. The severely lim-

ited palette is broken only by the gray of

the mantle, a later addition by Ingres.
8

Desmarets's gaze is as direct as his presen-

tation, conveying a forceful personality and

an air of moral rectitude. Lapauze under-

standably said it was "worthy of Holbein." 9

The fine modeling of Desmarets's features,

the subtle transitions from light to shade,

and the overall acuity of observation cer-

tainly suggest that Ingres had been study-

ing German and above all Flemish art of

the fifteenth and early sixteenth centuries.

Pere Desmarets also recalls a French tra-

dition, notably Philippe de Champaigne's
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WJ 1

Fig. 64. Philippe de Champaigne (1602-1674).

Abbe'de Saint-Cyran, 1647—48. Oil on canvas,

29^ x 22'^ in. (74 x 57 cm). Musee de Peinture

et de Sculpture, Grenoble

comparable austere portraits of the Jansenist

community at Port-Royal in the seven-

teenth century. A resemblance has been

suggested between Ingres's Pere Desmarets

and Champaigne's Abbe de Saint-Cyran

(fig. 64), an image that was widely dissem-

inated through copies and engravings.
10

p.c.

1. Fol. 22. Vigne 1995b, pp. 327, 330.

2. "l'ami et le premier protecteur de M. Ingres."

Danlos sale, Paris, March 2, 1867, no. 17.

3. Lapauze 1911a, p. 59.

4. Helene Toussaint in Paris 1985, pp. 14—15,

on whose research this discussion is based;

nonetheless, for Toussaint, '"Pere Desmarets'

remains an unknown." ("'Pere Desmarets'

demeure au inconnu.")

5. Wildenstein 1954, no. 21; Toulouse 1989—90,

no. 122. On Desmarais, see Friedrich Noack's

biography in Thieme and Becker 1907—50,

vol. 9(1913), p. 137.

6. Ingres alludes to the meeting with "mon M.

Desmarets" in his letter to Pierre Forestier

of November 23, 1806; in Boyer d'Agen

1909, p. 51.

7. "Vers la fin de sa vie"; Delaborde 1870, p. 249.

See also Toulouse 1989—90, p. 109, where

the signature and date are said to be added

on top of the cloak.

8. Delaborde 1870, no. 118.

9. Lapauze 1911a, p. 52.

10. Helene Toussaint in Paris 1985, p. 17.

Provenance: Danlos I'atne; his sale, Paris,

March 2, 1867, no. 17; J. V. sale, Paris, March 19,

1877, no. 13; Maurice Delacre, Ghent, by 1911;

Robert Delacre; his sale, La Madeleine (Lille),

December 15, 1941, no. 46; purchased for 300,000

Reichsmarks through Hildebrandt Gurlitt, Janu-

ary 29, 1944, for the Linz Museum; recovered by

the Allies in 1945; transferred to the Musee du

Louvre, Paris, by the Office des Biens Prives; on

deposit at the Musee des Augustins, Toulouse,

since January 1952, D1952.1 (MNR 156)

Exhibitions: Paris 1867, supplement, no. 438;

Paris 1911, no. 7; Paris 1946a, no. 27; Brussels

1947, no. 20, fig. 16; Toulouse, Montauban 1955,

no. 100, ill; Warsaw 1956, no. 54, fig. 16; Copen-

hagen i960, no. 25; Montauban 1967, no. 14;

Paris 1967—68, no. 13, ill.; London 1972, no. 144;

Antwerp 1972—73, no. 23; Montauban 1980, no. 8,

ill.; Sydney, Melbourne 1980-81, no. 81; Paris

1985, no. I, ill.; Toulouse 1989-90, no. 122, ill.;

References: Blanc 1870, p. 231; Delaborde

1870, no. 118; Lapauze 1910, p. 65; Lapauze 1911a,

p. 52, ill. p. 59; Hourticq 1928, p. Ill, ill. p. 8;

Malingue 1943, ill. p. 30; Alazard 1950, p. 29;

Wildenstein 1954, no. 21, fig. 16; Radius and

Camesasca 1968, no. 20, ill.; Zanni 1990, no. 12,

ill.; Vigne 1995b, p. 44, fig. 23, pp. 325, 327, 330

8. Madame Aymon, known as La Belle Zelie

1806

Oil on canvas

23'4x '9'4'n - fts>X4SicmJ

Signed and dated lower left: Ingres / 1806

Musee des Beaux-Arts, Rouen 8yo.i.i

Wz5

Although clearly signed and dated, this

portrait is not listed in Ingres's notebooks,

unless it should be identified with one of a

pair of portraits of an unnamed husband

and wife.' The painting first appeared in the

Eudoxe Marcille sale of 1857 but became

widely known only through its inclusion

in the 1867 Ingres exhibition and its subse-

quent acquisition, in 1870, by the Musee

de Rouen (now Musee des Beaux-Arts).

By that time the subject had acquired a

proper name, Madame Aymon, as cited in

Delaborde's catalogue of Ingres's works.

She was also known as "La Belle Zelie," a

reference to a popular song of the 1870s.

The basis for her name remains obscure,

however, and no biographical information

has been discovered regarding such a sitter.

One of the last likenesses painted before

his departure for Rome in September 1806,

Madame Aymon embodies formal elements

that would distinguish Ingres's portrait style

for the remainder of his life, particularly

the distortion ofanatomy in the interest of

design and the use of strong color that is

nevertheless subordinate to line. In Madame

Aymon the composition is organized in

curvilinear patterns, beginning with the

oval shape of the image itself and repeated

in the oval of the sitter's head, the spirals

of her curls, the almond shape of her eyes,

and the loop of her pearl necklace. The

teardrop shapes of her twisted gold filigree

and diamond earrings and the double arcs

of eyelid and eyebrow reinforce the curved

structure.

Placed before a blue sky with white

clouds, the sitter looms large in the picto-

rial space. No background landscape ele-

ments ground her or distract from her.

She is strikingly presented; her black hair

is held back with a tortoiseshell comb and

arranged in fashionable curls on her fore-

head; she wears a brown silk dress, fitted
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around the waist and tied with a bow; the

bodice is short and square-necked; the blaz-

ing crimson of her shawl heightens the

drama. Yet her face, with its slightly parted

lips and flushed cheeks, exudes a charm-

ing youth and naivete. Closer examination

reveals how Ingres has manipulated the

figure itself for his expressive purposes.

Though her swanlike neck is unnatural in

its curves, in combination with the perfect

oval of her head it contributes to her allure.

The interrelated swirls in her abnormally

elongated ear harmonize perfectly with the

curves throughout the composition. Ingres

even seems to have employed several

viewpoints: the bust is posed in three-

quarters view, in contrast with the frontal

presentation of the face, and within the face

itself slightly different points of view inter-

play between the right and the left sides.
2

P.C./ N.Y.

1. Ingres's Notebook IX, fol. 123, and Note-

book X, fol. 22; Vigne 1995b, pp. 325, 327,

331. Wildenstein (1954, nos. 42, 43) suggests

one of them might be Madame Aymon; in

that case, the portrait of the sitter's husband

remains to be found.

2. Attention is particularly drawn to Ingres's ana-

tomical and spatial distortions by Rosenblum

(1956, p. 175) and Fleckner (1995, pp. 74-7<5).

Provenance: Eudoxe Marcille; his sale, Paris,

January 12—13, 1S57, no. 84; Prince T[roubetskoy]

[eb]; his sale, Hotel Drouot, Paris, January n,

1862, no. 29 [eb]; purchased at that sale by Jacques

Reiset; his sale, Hotel Drouot, Paris, April 29—30,

1870, no. 43; purchased at that sale by M. Feral-

Cussac; acquired from him by the Musee de Rouen

(now the Musee des Beaux-Arts, Rouen), 1870

Exhibitions: Paris 1867, supplement, no. 435;

Paris 1889a, no. 442 [eb]; Paris 191 1, no. io;

Copenhagen, Stockholm, Oslo 1928, no. 90 [eb];

London 1932, no. 281; Paris 1933b, no. 50; Brus-

sels 1935, no. 948; Paris 1937, no. 347 (album,

fig. LXXII); Paris 1952b, no. 33 [eb]; Paris

1967—68, no. 18; London 1972, no. 145; Mon-

tauban 1980, no. 11, cover ill.

References: Blanc 1870, p. 231; Delaborde

1870, p. 244, no. 103; Gonse 1900, ill. p. 293;

Mommeja 1904, p. 37, ill. opp. p. 12; Lafond 1905,

p. 65, ill. p. 63; Uzanne 1906, ill. p. 28; Wyzewa

1907, fig. IX; Lapauze 1910, pp. 103-4; Lapauze

1911a, pp. 54, 56, 510, ill. p. 67; Nicolle 1920, p. 14,

ill. p. 46; Alexandre 1921, ill. p. 204; Frohlich-

Bum 1924, fig. 8; Wiirtenberger 1925, p. 15, ill.;

Hourticq 1928, p. Ill, ill. p. 14; Fouquet 1930, p. 4;

French Art 1933, no. 409, fig. 89; Cassou 1936,

ill. p. 162; Malingue 1943, ill. p. 31; Gatti 1946,

ill. opp. p. 49; Cassou 1947, ill. p. 19; Courthion

1947-48, vol. 1, ill. opp. p. 48, vol. 2, pp. 123, 154,

184; Alain 1949, ill.; Bertram 1949, fig. IV; Jour-

dain 1949, fig. 17; Roger-Marx 1949, p. 26, fig. 7;

Scheffler 1949, fig. 7; Alazard 1950, pp. 32-33;

Wildenstein 1954, no. 25, pi. 10; Rosenblum 1956,

p. 175, fig. 40; Rosenblum 1967a, p. 35, fig. 37;

Rizzoni and Minervino 1976, p. 46, ill.; Picon 1980,

p. 32, ill. p. 23; Jullian 1986, p. 10; Zanni 1990,

no. 19, ill.; Fleckner 1995, pp. 74—81, fig. 17;

Vigne 1995b, p. 48, fig. 30; Roux 1996, ill. p. 9

9. Madame Philibert Riviere, nee Marie-

Francoise-Jacquette-Bibiane Blot de Beauregard

1806

Oil on canvas

4S^><35 3^ in. (116x go cm)

Musee du Louvre, Paris M.I. 1446

London only

W23

Madame Philibert Riviere, one of the most

splendid images in French portraiture,

presages a succession of stunning portray-

als ofwomen that Ingres would produce

during the course of his career. Her almost

shadowless presentation, subtly distorted

anatomy, and luxuriously rendered cos-

tume and jewels are all characteristics to

which Ingres would repeatedly return in

his depictions ofwomen. Frozen in time,

the sitter represents a privileged class of

French society in the early days of the

Empire. The accessory from which this

painting derives its colloquial title, "Woman
with a Shawl," in itself identifies Madame

Riviere as a woman ofwealth and position.
1

Born Marie-Francoise-Jacquette-Bibiane

Blot de Beauregard in 1773 or 1774, the

future Madame Riviere was known as

Sabine. Her lineage was of Lyons and

Toulouse, a geographical origin she shared

with Ingres, which may account for the

Rivieres' eventual patronage of the young

artist. In 1792 Sabine married Philibert

Riviere (1766-1816); their children,

Caroline and Paul, were born in the two

succeeding years.

Although the exact circumstances of the

commission are not known, and no pre-

paratory drawings have been discovered,

Ingres's portraits of Philibert (fig. 57),

Sabine, and their daughter, Caroline (1793-

1807; fig. 58), were completed well before

Ingres left for Rome in 1806. Philibert's

portrait is dated "l'An XIII" (Year XIII,

September 1 804-September 1805), while

the undated portrait of Caroline was prob-

ably the last of the three to be completed.

Why the Rivieres' son, Paul, was not

included in the series remains a mystery.

The relationship between the sitters

unites the three portraits, yet the paintings

themselves are varied in style and format.

Philibert Riviere is presented in a con-

servative, Davidian tradition, seated beside

a table with hand in vest, an echo of

Napoleon's imperial pose. Attesting to

Philibert's station as a man of culture are

the books and a print after Raphael on the

table beside him (see fig. 17). Usually

referred to as a councillor of state under the

Empire, Philibert held a variety of positions

within the succession of governments in

power during his life, displaying an adept
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opportunism. At the time of his marriage he

was a tax collector. He served in the Direc-

torate administration, was imprisoned late

in the Empire for his royalist sympathies,

and was subsequently named to a high

office under the Bourbon Restoration.
2

The portrait of Madame Riviere, in con-

trast to that of her husband, is more typi-

cally Ingresque in its subservience of

sitter to design. Like Madame Aymon in

her portrait (cat. no. 8), Sabine is placed

within an oval that defines an animated

curvilinear composition. The superb lines

formed by her attire—the luxurious cash-

mere shawl, diaphanous white satin dress

tied beneath the bust with a ribbon sash,

and translucent veil of white silk net

—

swirl around her as she lounges imper-

turbably upon velvet cushions. Like a

butterfly pressed under glass, she remains

immobile in her airless shallow space.

Ingres has elongated her right arm, trans-

forming it into an extended arc around

which the lush shawl is entwined. The

corkscrews of her jet-black Neoclassical

curls (held in place with a glossy grease

known as huile antique, or "ancient oil")

are repeated in the marquetry scrollwork

on the front of the divan on which she

reclines. The loops of her necklace and

bracelets give volume to the figure and,

with the curving patterns formed by the

folds of her dress, continue the restless

movement that envelops her. Technical

analysis of the painting indicates that

Ingres initially placed Madame Riviere on

a round-backed chair, with her left arm

draped across it.
3 Through revisions, the

artist employed her shawl to accomplish

an arched outline behind her head, con-

tributing to the circular movement through-

out the picture. The amended position of

her arm necessitated the addition of the

almost translucent scarf to mask the awk-

ward joining of the arm to her body.

Ingres's conception of the young

Caroline, Mademoiselle Riviere, differs

from his presentation of her parents. In a

vaulted frame, she stands upright before

an expansive river landscape. Yet the same

impulse that led Ingres to the unnatural

length of Sabine's arm here results in the

perfect oval shape of Caroline's head bal-

anced above her impossibly narrow shoul-

ders. Her ermine wrap and golden gloves

rival her mother's cashmere shawl in their

lavish rendering. She looks directly at the

viewer, simultaneously naive and sensu-

ous. In his Notebook X, Ingres refers to

her as the Rivieres' "ravishing daughter."4

At least two of the Riviere portraits

accompanied Ingres's Napoleon Ion His

Imperial Throne (cat. no. to) to the Salon

of 1806. 5 The artist could not have imag-

ined the negative response these submis-

sions would receive from reviewers.

Already in Italy, he was devastated by the

criticism, which characterized his painting

as primitive and Gothic.
6 The shallow,

shadowless space occupied by Madame

Riviere was too dramatic a rejection of tra-

ditional modeling and chiaroscuro effects.

Her pale palette and intricate attire were

mocked: she was "painted without shad-

ows and so enveloped in draperies that

one spends a long time in guesswork before

recognizing anything there." 7 Only the

portrait of Caroline earned a few kind

words, primarily due to the landscape before

which she stands and her fresh young face:

"this is a lovely young person, daughter

of Madame Riviere, fresh as a rosebud."
8

Ingres never again set eyes on the Riviere

portraits after sending them to the Salon.

He sought to include them in his gallery

at the 1855 Exposition Universelle but

could not locate the Riviere family. 9 Each

of the sitters had died by that time: Caro-

line, prematurely in 1807; Philibert, in

1816; Sabine, the last, in 1848. The paint-

ings themselves were, ironically, in Paris

in 1855, in the possession of Paul Riviere

and his wife, Sophie Robillard. They

remained lost to public view until Madame

Riviere bequeathed them to the state in

1870, three years after the artist's death.

p. c. / N. Y.

1. Lapauze (1911a, pp. 49-50) says, "It is called

The Woman with a Shawl. What a shawl!"

("On l'appelle La Femme au chdle. Quel

chale!") The popularity of cashmere shawls

began with the 1799 Napoleonic campaign in

Egypt, but their importation was banned in

1806, which served only to increase their

novelty and rarity (see Delpierre 1986). An
inventory of the Riviere household con-

ducted following Philibert's death, in 1816,

included a number of cashmere shawls; see

Helene Toussaint in Paris 1985, p. 26.

2. Riviere's career is recounted by Helene

Toussaint in Paris 1985, pp. 23-24, and in

more detail in Naef 1972 ("Famille Riviere"),

pp. 193-203.

3. Helene Toussaint in Paris 1985, p. 28. See

also Toussaint and Coue'ssin 1985, pp. 197-98,

for additional results of technical analysis.

4. "ravissante fille" (fed. 22); Vigne 1995b, p. 327.

5. Press reviews of the Salon of 1806 refer spe-

cifically to the portraits ofMadame and

Mademoiselle Riviere. Philibert Riviere's is

not known to have been included, as no. 273

in the Salon livret for that year simply mentions

"several portraits" ("plusieurs portraits").

Helene Toussaint (in Paris 1985, p. 25) spec-

ulates that the traditional style of Monsieur

Riviere's portrait may have accounted for its

omission in the reviews and that this omission

does not prove that the portrait was not exhib-

ited; but see Naef 1972 ("Famille Riviere"),

p. 194, n. 1, where it is suggested that the

portrait was omitted from the Salon on account

of the sitter's known royalist leanings.

6. For an analysis of Ingres's treatment by

the critics, see Siegfried 1980a, particularly

pp. 82-85, on the Riviere portraits; in this

catalogue see pp. 41 and 500.

7. "peinte sans ombres et si enveloppee de

draperies, qu'on est longtemps a deviner

avant d'y reconnoitre quelque chose."

Clarac 1806, pp. 127-28.

8. Vest une jeune et belle pcrsonne, fille de

madame Riviere, fraiche comme le bouton

de rose." Chaussard 1806, p. 182.

9. Amaury-Duval (1878, pp. 1 59-60) recounts

his attempts to locate the Riviere family on

behalf of the artist.

Provenance: Mme Philibert Riviere until

1848; by inheritance to Mme Paul Riviere, nee

Catherine-Sophie Robillard, her daughter-in-

law; bequeathed by her to the state in 1870 and

deposited at the Musee du Luxembourg, Paris;

transferred to the Musee du Louvre, Paris, 1874

Exhibitions: Paris (Salon) 1806, no. 273;

Amsterdam 1938, no. 132; Paris 1946c, no. 139 [eb];
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10. Napoleon I on His Imperial Throne

1806

Oil on canvas

102 x Gj^in. (z5<) x 162 cm)

Signed and dated lower left and lower right:

Ingres Pxit/Anno 1806 [Ingres painted (this) /

in the year 1806]

Muse'e de I'Armee, Paris 5420

W 2J

No evidence has yet come to light to

prove whether Napoleon Ion His Imperial

Throne was a commissioned work or was

painted by Ingres on his own initiative.

Ingres had been one of several artists hon-

ored previously, in 1803, with an official

commission to paint the portrait Bonaparte

as First Consul (cat. no. 2). This earlier

work, however, was never shown in Paris

and hence brought him none ofthe acclaim

he might have anticipated. The fact that

the exhibition of this imperial portrait at the

Salon of 1806 marked Ingres's public

debut—an important step in any young

artist's career—may explain why he

reacted with such pain and anger to the

adverse critical reception it suffered.'

Following most earlier writers, Helene

Toussaint believes the painting to have been

commissioned,
2
while Susan L. Siegfried

has made the suggestion that Ingres painted

the emperor's portrait on speculation, in the

hope of attracting the admiration of the

public and soliciting favorable official

attention.' The quite contrary reactions of

the critics may have been prompted in part

by Ingres's very presumption in painting for

public display without official endorsement

such a grandiose image of the emperor in

his full regalia. Yet there was sufficient

recognition of the young artist's talent for

no less a body than the Corps Legislatif to

purchase the portrait just before its exhibi-

tion at the 1806 Salon,4 despite high-level

misgivings about the style and content of

this singular likeness.

With the declaration of the Empire in

May 1804, and the splendiferous Sacre, or

coronation, held in the cathedral of Notre-

Dame at Paris on December 2 of that year,

French artists were encouraged to cele-

brate the new order of things and to glo-

rify the emperor. Jacques-Louis David,

nominated First Painter to the Emperor

the same year, obeyed Napoleon's instruc-

tions and began work on the sanctioned

version of the inaugural event in his mon-

umental reconstruction of the coronation

of the emperor and the empress (fig. 66),

not completed until 1808. Baron Dominique

Vivant Denon, the emperor's personal

adviser on the arts and director general of

the Musee Napoleon, used his powerful

influence to marshal artists into the service

of imperial propaganda. David, 5 Francois

Gerard,
6
and Robert Lefevre7 were all

commissioned to paint full-length standing

portraits of Napoleon in his ceremonial

robes in 1805 and 1806. Ingres's closest

friend from his days in David's studio, the

young Italian sculptor Lorenzo Bartolini,

received a commission from Denon in

1805 to create a monumental portrait bust

of the emperor all'antica, to be displayed

in the pediment of the Pavilion Sully, over

the main entrance of the Musee Napoleon.

(The bust is still in place today.) In this

heady atmosphere of artistic aggrandize-

ment, we can imagine that Ingres planned

to make an impression with his own por-

trait of the emperor, which he could hope

to exhibit at the Salon of 1806.

David received his commission to paint

the full-length portrait Napoleon in His

Imperial Robes in 1805; it is now known

only through a small preparatory oil study

(fig. 67). The lifesize image was intended

to be sent to Genoa to celebrate the recent

accession of Liguria to the Empire. On

seeing the full-size sketch of his portrait in
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Fig. 6). Thomas Piroli (ca. 1752-1824), after

John Flaxman (1755—1826). Jupiter Sending the

Evil Dream to Agamemnon {The Iliad, 2.9),

1793. Engraving (image), 6 SZ x 9% in. (16.7 x

24.3 cm)

July 1806, however, Napoleon rejected it,

to David's great embarrassment. Ingres's

painting is nevertheless indebted to that of

his master and is perhaps a response to it.

Was Ingres even daring to challenge his

thwarted master for imperial favor?

Ingres has inflated the throne, enlarging

its mandorla-like back and the ivory globes

on the arms (there are small modifications,

too, such as the decoration of the pilasters).

Although Ingres, differing from David,

has seated the emperor on the throne, he

has given Napoleon both a costume and

attributes—scepter, hand of justice, and

Charlemagne's sword—that correspond

closely to those in the older artist's por-

trait. In the background of Ingres's pic-

ture, the imperial coat of arms is displayed

on the left, while on the right are the

emblems of the Italian states assimilated

into the empire. They are much more

prominent in a presentation drawing (pri-

vate collection),
8
but were played down

in the painting.

The portraits by David, Gerard, and

Lefevre (see figs. 67—69)—each showing

Napoleon standing imperiously within an

opulently curtained setting, executed with

boldly handled paint and richly modeled

in light and shade—revive a traditional

type of royal Bourbon portraiture in the

Baroque manner, well established from

the reign of Louis XIV through that of

Louis XVI. In contrast with the conven-

tional swagger and pictorial unity of those

depictions, the image Ingres created is

frontal and iconic, loaded with symbolic

attributes, and the artist has posed the

emperor so that he seems but a prop for

his robes and regalia. It is the carefully

studied accoutrements that appear to have

absorbed the painter's attention, creating

the effect of a religious icon that has

attracted many tributes. We can perhaps

understand how Gerard, who occupied a

neighboring studio, paid Ingres the back-

handed compliment of comparing his

imperial portrait with the celebrated,

jewel-encrusted medieval statue of Our

Lady ofLoreto (once attributed to Saint

Luke himself), at that time on view in the

Cabinet des Medailles in Paris as part of

Napoleon's war booty. 9

With the aid of authorized engravings

and popular prints of the new regal

imagery—but most likely with only

limited access to the actual regalia and

without the advice of the creators of

official propaganda—Ingres had to rely

on his own invention. He chose to focus

on the trappings of imperial symbolism

and to allude heavily to Charlemagne as

Napoleon's precursor. David, in his

Bonaparte Crossing the Great Saint Bernard

(Chateau de Malmaison), painted in 1800,

had already alluded to the man's imper-

ial ambitions by showing the medieval

emperor's name, KAROLUS MAGNUS,
carved in the rock at the feet of Bonaparte's

fiery steed. At the coronation in 1 804 there

were overt references to Charlemagne, for

his colossal portrait statue decorated the

temporary porch constructed for the event

across the west front of Notre-Dame. The

imperial seal, newly designed in 1804, had

on one side an image of Napoleon seated

in majesty like a Roman emperor and on

the other a reconstruction of the Carolin-

gian coat of arms, surely studied by Ingres.
10

In 1806 Denon had a medal struck that

represented the juxtaposed profiles of

Napoleon and Charlemagne as emperors.
11

Such appeals to the nation's medieval past

to legitimize its present were radical depar-

tures in government propaganda since the

Revolution. Inspired by this antiquarian-

ism put at the service ofmodern politics,

Ingres leafed through publications by the

comte de Caylus, Bernard de Montfaucon,

or the more obscure Antonio-Francesco

Gori in search of late Roman and Carolin-

gian imperial imagery. Among those pages

he studied and traced such objects of the

antique as a Roman gem representing

Jupiter, derived ultimately from Phidias's

monumental sculpture of the god at

Olympia (fig. 71).
12

Ingres's Jupiter-like

imagery, however, with the now-imperial

eagle ingeniously woven into the carpet at

Napoleon's feet, could have been adapted

from any number of sources, ancient or

modern, including the line engravings of

John Flaxman (fig. 65). Ingres traced a

medieval representation of the French king

Saint Louis enthroned' 3 and a Byzantine

ivory showing a military consul seated

between Rome and Constantinople (fig.

72).
14 He also drew such items as the ivory
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Fig. 67. Jacques-Louis David (1748-1825).

Napoleon in His Imperial Robes, 1805. Oil on

canvas, 22 V
%
x 19^ in. (57.5 X49.5 cm). Musee

des Beaux-Arts, Lille

hand of justice carried by the new emperor,

which had purportedly belonged to Charle-

magne and had been engraved by Mont-

faucon (fig. 73);'' the Charlemagne statuette

surmounting the scepter of Charles V
(fig. 74);

16
and so on. The border of Ingres's

carpet includes signs of the zodiac, with

Virgo represented at left by a schematic

adaptation of Raphael's Madonna della

Sedia, a conceit signifying the artist's own

devotion.'7

Ingres's absorption in this often recondite

imperial Roman, Byzantine, and medieval

imagery diverted him into a personal fan-

tasy realm of arcane symbols, away from

the reality of the modern world of the coro-

nation (which, in any case, he had not been

privileged to attend) and its contemporary

political implications. The result was the

strangely static, hieratic, imaginatively

invented and obscurely symbolic figure

of Napoleon I on His Imperial Throne.

The artist's heraldic colors, polished

technique, and fanatical attention to details

and reflections, as well as the iconic figure

of the emperor himself, are also reminis-

cent of the art of such fifteenth-century

Netherlandish painters as Jan van Eyck

—

a point not lost on contemporary critics,

who found such a source bizarrely archaic.

Van Eyck's celebrated Ghent altarpiece,

with its commanding central panel repre-

senting God the Father enthroned (fig.

75), was available for study among Bona-

parte's looted trophies ofwar in the Musee

Napoleon. Although these qualities of

keen observation and impeccable execu-

tion are already apparent in Ingres's 1804

Bonaparte as First Consul (cat. no. 2), the

reflections here of a window in the ivory

globe at left and of the woven zodiacal

symbol of Cancer in the gilding at the

foot of the throne suggest that Ingres has

paid special attention to the earlier masters

of high finish.

In an idiom of its own, Ingres's portrait

was quite unlike the Baroque manner then

favored for likenesses of the emperor and

his court,
18

as promoted in official circles

by artists including David, Gerard, and

Lefevre. It was an extraordinary, origi-

nal, and personal work: too much so. We
could say it was ahead of its time in its

Pre-Raphaelitism, except that it looks

like nothing else in nineteenth-century

painting. Fascinated by the historic imper-

ial and nationalistic symbolic imagery he

researched, Ingres fused them with van

Eyckian precision and technique into an

icon of remarkable and even disconcert-

ing power.

However, it was not only Ingres's

archaic style but also the Carolingian

imagery he employed that led to criticism.

Between the coronation year of 1804,

when Ingres probably conceived Napoleon I

on His Imperial Throne, and the time of its

exhibition at the Salon of 1806, govern-

ment policy itself had shifted from justifying

the new regime by reference to a glorious

"French" imperial past to a more modern

presentation of the emperor. For example,

the celebratory Napoleonic column to be

Fig. 68. Robert Lefevre (1755-1830). Napoleon in Fig. 69. Francois Gerard (1770-1837). Fig. 70. Guillaume Guillon Lethiere (1760-
His Imperial Robes, 1811. Oil on canvas, 109'/ x Napoleon in His Imperial Robes, 1805. Oil 1832). EmpressJosephine Enthroned, 1807. Oil
81 in (178 x 206 cm). Versailles, Musee National on canvas, 89 3/

8
x 57% in. (227 x 145 cm). on canvas, 84V

g
x 58% in. (215 x 149 cm),

du Chateau, Versailles Musee du Louvre, Paris Musee National du Chateau, Versailles
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Fig. 71. Comte de Caylus (1692-1765). Jupiter,

1752-67. Engraving (image). ]'/x2'/ in.

(8.3 x 5.6 cm)

Francois-Leonor Merimee submitted his

diplomatically worded yet no less damn-

ing report to the ministry of the interior.

Merimee rather condescendingly praised

the ability and promise of this young artist

"in the student class," and did not wish to

discourage a nascent talent; but, as he

emphasized, his knowledge of what had

happened to David—doubtless an allu-

sion to the recent rejection by the emperor

himself of David's imperial portrait

—

"must make me tremble." Merimee recog-

nized the daring originality of Ingres's

image, because he remarked that it had

many qualities appreciated only by artists;

nevertheless, he concluded, "I do not think

that this picture can have any success with

the court." For one thing—and although

Merimee admitted he himself had not set

eyes on the sitter for three years—the

portrait did not resemble the emperor. In

addition, Ingres had gone too far in try-

ing to avoid imitating portraits of mod-

ern sovereigns—presumably the Baroque

type in favor at the imperial court—not

only in type but also in style: "In adopt-

ing the type of Images of Charlemagne,

the author has chosen to imitate even the

style of this period of art. Some artists who

admire the grand and simple style of our

early painters will praise him for having

dared to make a fourteenth-century

picture. Society will find it Gothic and

barbarous.'" 9 And that is exactly what

happened at the Salon.

Apparently an interest in the portrait

had been expressed by the recently (1806)

appointed mayor of Montauban, Joseph

Vialetes de Mortarieu, who was visiting

Paris at this time and had had his portrait

painted by his friend Ingres the year

before (fig. 52). Did the artist solicit his

attention and support? Was it Ingres's

original hope that Napoleon I on His Imperial

Throne would find its triumphant way to

his hometown? Having read Merimee'

s

report, Minister Champagny wrote to the

mayor on August 27 that the portrait was

"too insufficient as a likeness and too

flawed for it to be presented to H. M.

the Emperor."
20

Nevertheless, Ingres had some support

in high places. At its session on August 26,

the Corps Legislatif—abandoning an ear-

lier idea to hold a competition to attract a

variety of artists—came to his rescue and

erected in the Place Vendome was origi-

nally conceived in 1803 to be topped by a

monumental statue of Charlemagne, with

allegorical low reliefs below. But in 1806,

after Napoleon had won the Austerlitz

campaign against the Holy Roman Empire,

Charlemagne was replaced by a statue of

Napoleon himself as a Roman emperor,

and the column's reliefs were changed to

represent the contemporary heroic exploits

of his Grande Armee. To whatever extent

Ingres's symbolism might once have borne

some relation to sanctioned propaganda, by

1806 it was out-of-date.

This predicament was explicitly

expressed even before the critics at the

Salon went to work on Napoleon I on His

Imperial Throne. Denon had begun to exert

his authority as artistic adviser to the

imperial court by vetting proposed Salon

exhibits, in order to bring them into con-

formity with official policy. A few weeks

before the mid-September opening of the

1 806 Salon, an inspector was sent to review

Ingres's portrait. On August 24 Jean-

Fig. 73. Symbolic Objects (Hand ofJustice;

Scepter of "Dagobert") , 1806. Graphite on

paper, 4^x3',/ in. (12. 1 x 8.8 cm). Musee

Ingres, Montauban (867.351)

Fig. 72. After a Byzantine ivory, An

Emperor Seated on His Throne, 1806.

Graphite on tracing paper, ioV
%
x 5'/ in.

(26.5 x 14.2 cm). Musee Ingres, Montauban
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Fig. 74. The Scepter ofCharles V, 1806. Graphite

on paper, n 3/x 4'/ in. (30 x 10.6 cm). Musee

Ingres, Montauban (867.350)

purchased the picture, intending to display

it in the Palais Bourbon, in the "salon of

the President, where in the name of the

Corps Legislatif he has the honor of receiv-

ing His Majesty the Emperor when he

comes to open the annual session."
11
At

the same time this body commissioned

Ingres's friend Guillaume Guillon Lethiere

to paint a companion portrait, Empress

Josephine Enthroned (fig. 70). The next

day Denon's permission was requested,

and granted, to display Ingres's painting at

the Salon, due to open in a couple ofweeks.

On September 2, however, Denon may

have asserted official taste by also granting

permission to the Senate to exhibit Lefevre's

large Napoleon in His Imperial Robes (see fig.

68, a variant of the lost original), which the

emperor himselfhad presented to this other

government body. Intrigue was doubtless

Fig. 75. Jan van Eyck (act. by 1422, d. 1441) and

Hubert van Eyck (ca. 1385—90, d. 1426). God the

Father, from the Ghent altarpiece, T432. Oil and

tempera on wood, 82 x 31 in. (208 x 79 cm).

Sint-Baafs, Ghent

at play here: Lefevre's portrait may have

been included in the Salon at the last

minute not only as a critique of Ingres's

work but also to ensure that the upstart

younger painter would not appear to be

the exclusive portraitist of the emperor.

Ingres's presentation of Napoleon

pleased not a single critic. Siegfried has

subtly analyzed the degree to which the

various negative commentaries were col-

ored by political partisanship and by the

repressive censorship of the day, which

allowed only voices sympathetic to the

emperor to be heard.
22

Fundamentally,

the likeness was not found to be convinc-

ing; the style was considered peculiarly

archaic or "Gothic" rather than progres-

sively modern; and the hieratic Carolin-

gian imagery was unacceptable because

it implied the tyrannical ambition of an

absolute ruler rather than the national

leader who had fulfilled the goals of the

Revolution. Where was Napoleon the man

of the people and soldier of the ranks?

Some of the most sustained critical

remarks came from the pen of Pierre

Chaussard, a supporter of Napoleon and

the Empire who felt that Ingres had per-

verted his talent to flaunt his originality:

"How, with so much talent, a line so

flawless, an attention to detail so thor-

ough, has M. Ingres succeeded in painting

a bad picture? The answer is that he

wanted to do something singular, some-

thing extraordinary. ... In leaving the

path traced by the great masters, one risks

going astray," as had architects such as

Borromini and Oppenord, who strayed

from classic models to Baroque and

Rococo extravagance; "Here in another

style no less execrable, since it is Gothic,

M. Ingres's intention is nothing less than

to make art regress by four centuries, to

carry us back to its infancy, to revive the

manner of Jean de Bruges [Jan van

Eyck]." 23 Nor did Chaussard like the reli-

gious and hieratic character of Ingres's

imagery: "The figure turns out to be

wrapped up like the Italian madonnas,

who for all their being bundled in brocades

of gold, velvet, and satins, are no better

rendered. . . . This throne is bulky and

awkward, the hand holding the scepter is

infelicitously executed. It looks as if the

artist has taken this pose, along with the

rest, from some Gothic medallions."
24

By the time Ingres read the universally

negative reviews of his Salon debut, he

had moved to Italy to take up his Prix de

Rome scholarship. His friends in Paris

sent him the clippings. We know of his

pained reactions from the letters he wrote

to his prospective father-in-law, Pierre

Forestier. The notice that particularly

stung the artist was by Jean-Baptiste

Boutard, writing in the widely readJournal

de I'Empire, who joined Chaussard in

attacking Ingres's willful archaism:

Still to be found, in private collections

and with antique dealers, are old pictures,

works that date to the Gothic period, in

which chiaroscuro and aerial perspective are

completely lacking ... all is polished and
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finished with equal care, everything

—

fabrics, forms, jewels, down to the small-

est accessories— is meticulously imitated.

For the artists (like Jean de Bruges) were

almost entirely ignorant ofwhat has since

become so well known: the ideal in the

arts of imitation.
2 '

Mortified by this public humiliation,

Ingres never requested Napoleon I on His

Imperial Throne for inclusion in any of the

several exhibitions of his work organized

during his lifetime. After the fall of the

Empire, it was moved from the Palais Bour-

bon to the Louvre, from whence it was

deposited in 1832 at the Hotel des Invalides.
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1. See, for example, Ingres's letters of October

and November 1806, and even January 1807,

to his prospective father-in-law, Pierre

Forestier, in Boyer d'Agen 1909, pp. 47-53.

2. Helene Toussaint in Paris 1985, p. 35.

Charles Blanc (1870, p. n) was the first to

describe it as a commission.

3. Siegfried 1980b, pp. 69—81.

4. On the source of the funds, which came at

the last minute from an abortive competi-

tion, see Boyer 1936, pp. 91 — 123, especially

pp. 105—6. Boyer suggests that Ingres's por-

trait was purchased by the Corps Legislatif,

not commissioned.

5. See Bordes and Pougetoux 1983, pp. 21-34,

for a full discussion; the small study in Lille

(fig. 67) is our only record of David's 1805

portrait. On David's portraits of the emperor,

see also Antoine Schnapper in Paris 1989—90,

PP- 433-3 6 -

6. Gerard's original portrait of 1805 is lost. We
reproduce a replica (fig. 69), which belonged

to Bonaparte's sister Caroline Murat (see cat.

no. 34).

7. The original version of Lefevre's portrait,

exhibited at the Salon of 1806, included in the

background "a gallery in which the statues

of Charlemagne, Alexander, Julius Caesar,

Scipio Africanus, etc., are to be seen" ("une

galerie ou Ton appereoit les statues de

Charlemagne, Alexandre, Jules-Cesar, Sci-

pion l'Africain, etc."), according to Chaus-

sard 1806, p. 283. The original is lost, but the

replicas, such as the one illustrated here

dated 181 1 (fig. 68), do not include the imagi-

nary gallery in the background.

8. Illustrated in Paris 1985, p. 37, fig. V 1; the

devices were first identified in Connolly 1980.

9. Gerard's comments were reported by Ingres's

friend and colleague Pierre Nolasque Bergeret

(1848, pp. 72-73)-

10. The recto and verso of Guy-Antoine Brenet's

design for the seal of the Napoleonic Empire

(Archives Nationales, Paris) are illustrated in

Siegfried 1980a, fig. 17.

11. The medal is illustrated in Connolly 1980,

fig. 15.

12. Caylus 1752-67, vol. 1, pi. 46; this source

was first pointed out by Agnes Mongan

(1944, p. 408, n. 28).

13. A tracing in the Musee Ingres, Montauban, is

illustrated in Paris 1985, p. 36. Not catalogued

in Vigne 1995a, the tracing is after an engrav-

ing in Montfaucon 1729-33, vol. 2, p. 1 54,

pi. 20.

14. Siegfried 1980b identified the source as Gori

1759, vol. 2, fig- 2 -

15. Montfaucon 1729-33, vol. 1, pi. 3. Gaborit-

Chopin (1973, pp. 94—101) shows that the

"Carolingian" staff and ivory hand were fab-

ricated for Napoleon's coronation in 1804

(employing Montfaucon's engraving as a

model!), although some of the jewelry in its

settings can be dated to medieval times.

16. Montfaucon 1729-33, vol. 5, pi. 5. Paris 1985

(p. 39, no. V 4, p. 40, no. V 6) relates two

other drawings at the Musee Ingres, Mon-

tauban, to Ingres's Portrait ofNapoleon Ion

His Imperial Throne; Vigne (1995a, p. 420,

nos. 2374, 2375) says they are for Ingres's

unpublished commemorative volume of the

coronation of Charles X.

17. The zodiacal and Masonic imagery incorpo-

rated into Ingres's portrait are discussed in

more detail in Connolly 1980.

18. For discussion and illustrations of the impos-

ing portrait series of members of Napoleon's

cabinet, commissioned in 1 806 for the Salle

des Marechaux in the Palais des Tuileries,

see Zieseniss 1969, pp. 133-58.

19. "dans la classe des eleves"; "doit me faire

trembler"; "je ne pense pas que ce tableau

puisse avoir aucun succes a la cour."

"L'auteur en adoptant le type des Images de

Charlemagne a voulu imiter jusqu'au style de

cette epoque de l'art. Quelques artistes qui

admirent le style simple et grand de nos pre-

miers peintres le loueront d'avoir ose faire

un tableau du i4
eme

siecle: les gens du

monde le trouveront gothique et barbare."

The documents were first published in

Bessis 1969, pp. 89—90. Ironically, Merimee

later wrote an important early study of

fifteenth-century painting techniques, De la

peinture a Vhuile; ou, Des procedes materiels

employes dans ce genre de peinture depuis

Hubert etjean Van-Eyckjusqu 'd nosjours

(Paris, 1830).

20. "trop peu ressemblant, et trop peu perfec-

tions: pour qu'on puisse le presenter a S.M.

l'Empereur." Bessis 1969, p. 90.

21. "salon du President 011 il a l'honneur de

recevoir au nom du Corps legislatif Sa

Majeste l'Empereur lorsqu'elle vient faire

l'ouverture de la session annuelle." Quoted

in Paris 1985, p. 34; Archives of the Palais

Bourbon, Paris.

22. Siegfried 1980a and Siegfried 1980b.

23. "Comment, avec autant de talent, avec un

dessin aussi correct, une exactitude aussi par-

faite, M. Ingres est-il parvenu a faire un mau-

vais tableau? C'est qu'il a voulu faire du

singulier, de l'extraordinaire. ... En quittant

le chemin des grand maitres ... on risque de

s'egarer"; "Void que dans un autre genre non

moins detestable, puisqu'il est gothique,

M. Ingres ne tend a moins qu'a faire retro-

grader l'art de quatre siecles, a nous reporter

a son enfance, a ressusciter la maniere de

Jean de Bruges." Chaussard 1806, p. 177.

24. "La figure se trouve empaquetee comme des

vierges d'ltalie, qui pour etre engoncees dans

les brocarts d'or, les velours et les satins, n'en

sont pas mieux faites. . . . Ce trone est lourd

et massif, la main qui tient le sceptre n'est pas

d'une heureuse execution. On dirait que

l'artiste a ete prendre cette attitude, ainsi que

le reste, dans quelques medailles gothiques."

Ibid., p. 179.

25. "On rencontre encore, dans les cabinets de

curiosite et chez les antiquaires, de vieux

tableaux, ouvrages des temps gothiques, ou

le clair-obscure et la perspective aerienne man-

quent entierement . . . tout y est poli et ter-

mine avec un soin egal; etoffes, formes,

joyaux, et jusques aux moindres accessoires,

tout y est scrupuleusement imite: car les

artistes (comme Jean de Bruges) ignoraient

presqu'entierement ce qui a ete si bien connu

depuis eux, l'ideal dans les arts d'imitation."

Boutard 1806, quoted in Siegfried 1980a,

p. 81. Called Le Journal de VEmpire during

the Empire, but originally, and subsequently,

known as Le Journal des debats, this influen-

tial daily review had been owned by the Bertin

family since 1799, when it was purchased by

Louis-Francois Bertin (1766—1841) and his

brother Louis-Francois Bertin de Vaux (1771-

1842). The elder Bertin had his portrait

painted by Ingres in 1832; see cat. no. 99. (For

Ingres's pained reactions to his Salon critics

in 1806, see his letters to Pierre Forestier of

October 22 and November 23, 1806, quoted

in Lapauze 1910, pp. 43—46, 57—66.

Provenance: Acquired by the Corps Legis-

latif (Palais Bourbon, Paris), August 26, 1806;

transferred to the Musee du Louvre about 1815;

loaned to the Hotel des Invalides, Paris, by

Comte Auguste de Forbin, director of the

Musees Royaux, 1832; deposited at the Musee

de l'Armee, Paris

Exhibitions: Paris (Salon) 1 806, no. 272;

Paris 1867, no. 102; Paris 1885, no. 151 [eb]; Paris

1889a, no. 440 [eb]; Paris 1900a; Paris 1911, no. 9;

Saint Petersburg 1912, no. 656; Paris 1921, no. 10;

Paris 1935c! [eb]; New York 1939, no. 333; Paris

1952c, no. 44b; Paris 1967-68, no. 17, ill. p. 33;

Paris 1969, p. 52, no. 160; London 1972, no. 147;
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Paris, Detroit, New York 1974—75, pp. 498—500,

no. 104, ill. p. 193; Paris 1985, no. V, ill.; Atlanta

1996, p. 236, ill. p. 237

References: Anon. 1806; Anon., September 27,

1806 (C), pp. 596—602; Anon., October 4, 1806

(C), pp- 26-31; Anon., October 11, 1806 (C),

pp. 74-80; Anon., October 17, 1806; Boutard,

October 4, 1 806; Chaussard 1 806; Flaneur 1 806;

Fabre 1806; Voiart 1806; Bergeret 1848, pp. 71—72;

Magimel 1851, pi. 10; Merson and Bellier de la

Chavignerie 1867, p. 103; Blanc 1870, p. n;

Delabnrde 1 870, no. 145; Mommeja 1905a,

nos. 32—38; Uzanne 1906, pp. ix-x; Boyer

d'Agen 1909, p. 47; Lapauze 1910, pp. 46, 150—51;

Lapauze 1911a, pp. 64—66, 68, ill. p. 535; Monod

1912, p. 301; Benedite 1921, p. 334; Frohlich-Bum

1924, p. 6, ill. pi. 9; Hourticq 1928, ill. p. 15;

Boyer 1936, pp. 105-6; Pach 1939, pp. 19—20;

Mongan 1944, pp. 409—10; Alain 1949, no. 13,

ill.; Bertram 1949, pi. 6; Roger-Marx 1949, pi. 5;

Scheffler 1949, pi. 5; Alazard 1950, p. 31; Wilden-

stein 1954, p. 165, no, 27, pi. 6; Schlenoff 1956,

p. 91; Ternois 1959a, nos. 149-54; Naef 1965

("Gravures"), p. 5; Rosenblum 1967a, p. 68, pi. 7;

Radius and Camesasca 1968, no. 36, ill.; Rome

1968, p. xix; Bessis 1969, pp. 89-90; Meras 1969,

p. 118; Rosenblum 1969, pp. 101-2; Naef 1975

("Ingres et Bergeret"), no. 37, fig. 3; Barousse

1977, p. 159; Connolly 1980, pp. 52-68; Siegfried

1980b, pp. 69-81; Foucart 1982, pp. 89-90;

Foucart 1983, pp. 83-86; Eitner 1987-88,

pp. 160—62; New York 1989—903, pp. 86—89,

ill. p. 22, pi. 5; Zanni 1990, pp. 31-32, no. 18,

ill.; Vigne 1995b, p. 56, fig. 35; Roux 1996,

p. 8

11. Copy after Ingres's 1804 Self-Portrait

Marie-Anne-Julie Forestier

iSoy

Oil on canvas

255^x 2o
7/
s

in. (65 x53 cm)

Private collection, Europe

Julie Forestier became engaged to Ingres

in the summer of 1806, just a few months

before his September departure to study at

the Academie de France in Rome (see

p. 97). Born in 1782, she was twenty-four

years old, he was twenty-six. A secure

date for her copy of her fiance's Self-

Portrait is provided by an unpublished

letter from Ingres to her father, dated

January 12, 1807, in which he asks her to

make the copy: "I would even venture to

ask Mademoiselle Julie something that I

have not yet requested, to make a little

copy ofmy painted portrait, drawn or

painted as she wishes, and small in scale,

and, of course, to do it when she has time

and leisure."
1

Ingres made his request at a

time when he still had every intention of

returning to Paris to take Julie's hand in

marriage. He was not happy in Rome, and,

just a month after his arrival, he had been

on the point of packing his bags and head-

ing back to Paris: "I cordially detest the

city of Rome." 2

The Self-Portrait in question was the

one Ingres had painted in 1804 and exhib-

ited at the Salon of 1806. We know of its

original appearance not only through

Forestier's copy but also from an etching,

perhaps by Jean-Louis Potrelle (in a

Fig. 76. The Forestier Family, 1850-51 (N 35).

Graphite on tracing paper, 11 V x 14 5,/ in. (30 x

37.2 cm). Fogg Art Museum, Harvard University

Art Museums, Cambridge, Massachusetts
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unique impression, retouched by Ingres

with pencil and white heightening [fig. 54],

perhaps after his return to France in 1824,

as proposed by Gary Tinterow in this

book [cat. no. 147]),
3 and a photograph by

Charles Marville taken between 1849 an<^

1851 (fig. 282).
4 Ingres showed himself

standing at work before an easel; a descrip-

tion ofthe picture at the Salon of 1806 refers

to "a canvas that is still blank" (see fuller

description below). Yet in the etching we

see on the primed canvas an outline image

of his friend Gilibert, indicating prepara-

tion for the portrait Ingres painted in 1805

(cat. no. 5) which was probably conceived

as a pendant of the 1804 Self-Ponra.it. In

Marville's photograph the canvas also

shows outlines sketched in white. It is pos-

sible that these outlines were added to the

etching and the original painting at a later

date. Forestier's copy depicts a blank canvas

on the easel and contains all of the essen-

tial features of the 1804 picture: the artist

has a cumbersome, light-colored coat slung

over his right shoulder; he holds a piece of

chalk in his right hand and a white cloth

in his left; and he is posed as if he is about

to erase something or as if rubbing down

the canvas before him in preparation. The

somewhat awkward coat looks as if it

might slide off Ingres's shoulder, and the

implied junction of his left arm with his

body—implied, because it is in fact out

of sight—is not at all convincing spatially.

At an unknown date—but probably

either in 1824, at the time he modified

Potrelle's etching, or about 1850-51, when

he was reworking the 1804 Self-Portrait—
Ingres made a pencil copy (perhaps a trac-

ing) of his head in the painted portrait

(cat. no. 12). He slightly modified his hair,

his left eye, and the profile of his nose, and

in general softened the rather wild expres-

sion of the painting. Years later he dedi-

cated this drawing to his second wife,

Delphine Ramel.

The 1804 Self-Portrait was ridiculed as a

caricature by an anonymous critic at the

Salon of 1806:

An artist is seen before his easel. In one

hand he holds a handkerchief which he

applies for no apparent reason to a canvas

that is still blank but that is no doubt des-

tined to represent the most terrifying sub-

jects, to judge from the dark and wild

expression on his face. Thrown over one

shoulder is a voluminous drapery which

must inconvenience him mightily in the

heat of composition and in the kind of cri-

sis that his genius seems to be undergoing.

The catalogue does not name the model

for this caricature. 5

It is likely that Ingres left his Self-Portrait

in the care of the Forestier family after the

Salon of 1806 was over; there was clearly

no problem for Julie to gain access to it to

make her copy in January 1807. Ingres

must have been stung by the criticism his

work received at the Salon, and it is per-

haps surprising that he asked her to make a

copy of it at all. It is just possible, how-

ever, that the copy was intended for his

own father. In July 1807 Pierre Forestier

arranged for it to be shipped to Montauban,

where it arrived in August, as attested by a

letter of thanks from Joseph Ingres, dated

August 9:

I received in due course the crate that you

mentioned in your kind letter of last month,

containing a copy ofmy son's portrait and

two views of Rome. Although I suspected

your daughter would be quite talented, I

must say it surpassed every expectation.

Anyone who can copy like that must cer-

tainly be able to compose with the genius

that characterizes great artists. Everything

about this portrait makes it dear to me:

both the person it represents and the hand

that was good enough to draw him. Please

accept my deepest thanks and be assured

that my gratitude is equal to the pleasure

this gift affords me.
6

There is no incontrovertible evidence

either way, by which we can know if

Julie's copy of the Self-Portrait was origi-

nally intended for Ingres's father, or if,

far from its being an amicable gift, the

Forestier family simply could no longer

stand the sight of it. Joseph Ingres's letter

is full of gratitude, and he appears bliss-

fully ignorant of correspondence that had

been passing between Paris and Rome

since May, although he does allude to

worries expressed by Forestier about his

future son-in-law's progress in Rome and

when he might return to Paris. The truth

was that by the spring of 1807 Ingres was

beginning to enjoy Rome and was feeling

less inclined to return to Paris—and

Julie—in the near future. Moreover,

Julie's father was having serious doubts

about Ingres's ability (or willingness) to

execute the required works of art in Rome,

whose completion as part of his academic

program would enable the young painter to

return to Paris and marry his daughter

—

within a year, as he had promised. Indeed,

Ingres's true intentions were now so unclear

that Monsieur Forestier offered to free him

from his obligations to Julie. 7 In a letter of

July 2, Ingres at last made it clear he was

not contemplating a return to Paris in the

foreseeable future.
8
In a letter dated

August 8, Ingres declared his final separa-

tion and his determination to remain in

Rome: "I ask you on both knees— it is

impossible for me to leave such a mar-

velous country so soon." 9 Perhaps Ingres

wrote this letter the very day his father

received the crate from Paris containing

Julie's copy.

Julie Forestier studied with the minor

master Jean-Baptiste Debret and exhibited

for the first time, designated as his pupil, at

the Salon of 1804.
10
She may have studied

for a while in the studio of Jacques-Louis

David. Other than her copy after Ingres,

little is known of her art. She exhibited at

the Salon from 1804 to 1819, showing por-

traits, classical subjects such as Minerva,

Goddess of Wisdom and the Fine Arts

(Salon of 1804, no. 184), or works, proba-

bly in the medievalizing troubadour style,

such as The Princess ofNevers at the Abbey

ofGraville (Salon of 1814, no. 400). Her

last painting to be exhibited was Milton's

Daughters Reading to Their Blind Father

(Salon of 1819, no. 449). It is not known

how long Julie Forestier lived, but, from

correspondence published by Hans Naef,"

we know she had financial difficulties and

suffered ill health in the early 1820s. At

that time she had to sell possessions to

make ends meet and offered for sale copies

she had made after Raphael's Madonna della

Sedia and Madonna dellTmpannata, subjects

that, we may be sure, would have been dear

to Ingres's heart. It was perhaps Ingres's

public success with the Paris exhibition of

his Vow ofLouis Xlll'm 1824 (fig. 146)

that prompted Forestier in that year to

write her thinly veiled autobiographical
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roman a clef, a story of unrequited love

called Emma, ou lafiancee.
11
According

to Henry Lapauze, when Forestier was

asked why she had never married, she

replied, "When one has had the honor

of being engaged to M. Ingres, one does

not marry."' 3

Edgar Degas's passion for Ingres's art

is well known and has recently been thor-

oughly explored in a major exhibition and

catalogue devoted to his collection. There,

Julie Forestier's portrait of her fiance was

exhibited for the first time along with

many works by Ingres himself, collected

by Degas. Degas eagerly seized the oppor-

tunity to acquire the likeness from the

dealer Durand-Ruel in 1898: "I really need

it," Degas wrote. "It is a little soft, but I

like that."
14 When Degas's estate was sold

after his death, the painting was acquired

by the great Ingres scholar Lapauze. Among

many drawings by Ingres, Degas also

owned one of his three group portraits of

the Forestier family, with Julie at the cen-

ter of attention (see cat. no. 23); the ver-

sion in Degas's collection (fig. 76) was a

tracing Ingres had made, most likely in

anticipation of an engraved illustration in

Albert Magimel's monograph on him,

published in 185 1. p.c.

1. "J'oserais encore prier mademoiselle julie,

chose que je n'ai pas encore demande de

faire une petite copie de mon portrait peint,

comme elle voudra, dessine ou peint et au

petit et cela, bien entendu, quand elle aura le

temps et a son aise." Ingres to Pierre Forestier,

January 12, 1807, Fondation Custodia, Paris,

inv. 1972.A.42.

2. "Je deteste bien cordialement la ville de

Rome." Ingres to Pierre Forestier, Novem-

ber 23, 1806, quoted in Lapauze 1910, p. 58.

3. Jean-Francois Gilibert's outline appears in

the etching. When Ingres retouched the

sheet—which was probably a trial proof

—

he redrew his own three-quarters profile in

pencil, and added a note to "modify the

movement of the eye" ("modifier le mouve-

ment de l'oeil"). Vigne 1995a, no. 2679. The

etching was attributed to Jean-Louis Potrelle

(1788— 1824) in Siegfried 1990a,

pp. 96, 97, n. 11. If Potrelle was the author of

this etching, then his death in 1824 may

explain why it was never published in its

final form.

4. Ingres considerably reworked his 1 804 Self-

Portrait'm 1850—51, when it was engraved in

its new form by Achille Reveil (Magimel

1851, pi. 1); this reworked and somewhat cut

down Self-Portrait is now in the Musee Conde,

Chantilly (fig. 209); see cat. no. 147 for a dis-

cussion of the Chantilly picture and a copy of

it in The Metropolitan Museum of Art.

5. "On y voit un artiste devant son chevalet. 11

tient a la main un mouchoir qu'il porte, on

ne sait trop pourquoi, sur un toile encore

blanche, mais destinee sans doute a represen-

ter les objets les plus effrayans, si Ton juge

par l'expression sombre et farouche de son

visage. Sur son epaule est jetee un volumineux

draperie qui doit prodigieusement le gener

dans le feu de la composition, et dans l'espece

de crise que son genie paroit eprouver. Le

livret ne nomme pas le modele de cette cari-

cature." Anon., October 11, 1806 (C), p. 77.

6. "J'ai recu en son temps la caisse que vous

m'avez annoncee par votre chere lettre du

mois dernier, contenant une copie du portrait

de mon fils et deux vues de Rome. Quoique

j'attendisse beaucoup du talent de Mile votre

fille, je puis dire qu'il surpasse l'idee que j'en

avais concue. Qui copie de cette maniere doit

certainement composer avec ce genie qui

caracterise les grands artistes. Tout concourt

a me rendre cher ce portrait, et celui qu'il

represents et la main qui a bien voulu le

tracer. Recevez-en mes remerciements et

soyez assure d'une reconnaissance egale au

plaisir que ce cadeau m'a fait eprover."

Joseph Ingres to Monsieur Forestier, August

9, 1807, quoted in Lapauze 1910, pp. 190—91.

7. Pierre Forestier to Ingres, May 29, 1807,

quoted in ibid., p. 163.

8. Ingres to Pierre Forestier, July 2, 1807,

quoted in ibid., pp. 167—74.

9. "Je vous demande a deux genoux, il m'est

impossible de quitter si tot un pays si mer-

veilleux." Ingres to Pierre Forestier,

August 8, 1807, quoted in ibid., p. 187.

10. On Julie Forestier, see Naef 1977—80, vol. 1

(1977), PP- I27-3 6 -

11. Ibid., pp. 134-36.

12. Emma, ou lafiancee is published in full in

Lapauze 1910, pp. 199-242.

13. "Quand on a eu l'honneur d'etre fiancee a

M. Ingres, on ne se marie pas." Ibid., p. 197;

however, Lapauze does not give the source

of this statement.

14. "J'en ai vraiment besoin. . . . C'est un peu

mou mais 9a me plait." Degas 1931, no. 230.

Provenance: Forestier family; Jean-Marie-

Joseph Ingres (1755— 1814), the artist's father,

1807; Durand-Ruel & Cie., Paris; acquired from

them for 3,000 francs by Edgar Degas (1834-

1917), February 3, 1898; his sale, Galerie Georges

Petit, Paris, March 26-27, 1918, no. 63; pur-

chased at that sale for 8,000 francs by Henry

Lapauze (1867—1925); his posthumous sale,

Hotel Drouot, Paris, June 21, 1929, no. 63;

M. Chaffardon; by bequest to the present owner

Exhibition: New York 1997-98 ([vol. 2],

no. 474, ill.)

References: Degas 1947, no. 230; Naef

1977-80, vol. 1 (1977), P- 133
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12. Self-Portrait

Date unknown

Graphite on tracingpaper glued topaper

i2
3/^x 8 1/

g
in. (31.3 x 20.6cm)

Signed and inscribed lower left: Ingres a sa chere

Delphine

At lower right, the artist'sposthumous atelier

stamp (Lugt I4yy)

Muse'e du Louvre, Paris

Departement des Arts Graphiques RF35oy

London only

This drawing is discussed under cat. no. 1 1.

Provenance: The artist's widow, nee

Delphine Ramel (1808-1887) in 1867; her

nephew Fernand Guille (1851-1908) ; Mme
Pennata; acquired by the Musee du Louvre,

Paris, 1908

Exhibitions: Brussels 1936, no. 1, ill.;

Vienna 1950a, no. 146; Paris 1967b, no. 24

References: Guiffrey and Marcel 1911, vol.

6, p. 127, no. 5045, ill.; Lapauze 1911a, p. 38, ill.;

Mathey 1945, p. 10, frontis.; Alazard 1950, pi. II

(reversed); Pansu 1977, no. r, ill.; Naef 1977-80,

vol. 3 (1979), p. 203, fig. 2; Picon 1980, p. 7, ill.;

Mraz 1983, p. 39, fig. 1; Tubingen, Brussels 1986,

fig. 14.
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INDEPENDENT PORTRAIT
DRAWINGS, 1780-1806

ca. 1793-94

Graphite with touches ofted watercolor and a

hand ofgreen watercolor at the edge ofthe paper

Diameter 4I/ in. (10.8cm)

Signed lower right (possibly retraced at a later

date): Ingres

The Pierpont Morgan Library, New York

Gift ofthe Sunny Crawford von Billow

Fund, 19J3 1982.2

New York and Washington only

N6

13. Portrait of a Boy

The majority of Ingres's earliest portrait

drawings, produced while he was still a

pupil at the Academie Royale in Toulouse

or shortly before his departure for Paris,

are in the form of profile medallions.

Although they record a steadily increasing

sensitivity and refinement, they all reflect

the manner of the waning eighteenth cen-

tury, a style that the artist abandoned as

soon as he entered the atelier of Jacques-

Louis David. Since a number of them are

undated, when they might have been done

can be judged only on the basis of their

style and their subjects' clothing.
1

For the present portrait of a young

boy wearing an outlandish hat, one of

the first in the series, a date of 1793—94 is

probable. The child is not necessarily

wearing a uniform. Suits with buttoned

lapels, imitated from military costumes,

were being worn by civilians several years

before the Revolution. The bonnet is a

Revolutionary one, but it too does not

seem to belong to a uniform. If the sit-

ter's jacket was blue with white lapels, it

might have been the kind worn by the

National Guard.

As is not the case with the other early

medallion drawings, there are traces of

red watercolor—along the edge of the

left lapel and epaulette, in the folds of the

light-colored cloth that forms the head-

band of the bonnet, and around the small

ornament on its crown. Aesthetically,

these lines in red are virtually insignificant,

and it is difficult to know what to make of

them. The work is signed, but the hand-

writing lacks spontaneity; it is as though it

had been retraced or even added at some

later date. Yet there is no reason to suspect

in this any dishonest motive. These early

Ingres portraits are so little known and of

such modest importance that they hardly

represent an attractive field for forgery.

Moreover, until 1972 the drawing had been

in the possession of a single family that can

be traced back to Montauban during the

period in which the drawing was made.

It is the only portrait of a child in the

series and the only likeness that extends

nearly to the waist. Possibly Ingres was

concerned to include as much of the showy

coat as the circular shape of the paper

allowed. In this work, the stiffness of still-

earlier drawings by the artist has begun to

soften and the personality of the subject is

more fully revealed.

A somewhat later drawing in the series

(cat. no. 14) was executed on parchment,

suggesting—as do the complete signature

and date—that the artist attached particu-

lar significance to the work. The sitter is a

middle-aged man who has loosened his tie

and opened his collar. Such casualness

may indicate that he was an artist of some

kind. Ingres's growing proficiency in vio-

lin playing had opened to him the worlds

of the concert hall and the theater in

Toulouse; since two other profile medal-

lions of the same year portray an actor

(cat. nos. 15, 16), it is altogether possible

that the subject of this painstaking portrait

was one as well.

Two medallion portraits of 1797 demon-

strate an even greater assurance. They bear

identical signatures, and both were once in

the collection of David David-Weill. One

of them (cat. no. 17) is precisely dated in

an inscription—not in Ingres's hand—on

the back of the mount.
2 The drawing shows

a man carefully attired, though not fash-

ionably dressed. This subject has been

identified repeatedly in exhibition cata-

logues as the artist's father, 3 but even a

cursory glance at a profile portrait ofIngres

pere produced by his twelve-year-old son

in 1792 (N 3; Musee Ingres, Montauban)

reveals that this is not the same man.

The other profile medallion from the

David-Weill collection (cat. no. 18) has

also been associated—mistakenly—with

Joseph Ingres; the collector purchased it

thinking it to be the work of Ingres's

father, and as recently as 1961 it was still

attributed to him.4 Proof that it cannot

possibly have been executed by the elder
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Ingres is the fact that there is nothing in

his known oeuvre approaching such

refinement. For that matter, none of the

other medallion profiles by the younger

Ingres are at the artistic level of the two

1797 drawings. In them he achieved virtu-

ally all that he possibly could in the por-

trait manner he was soon to leave behind.

Again, we have no way ofknowing who

the subject of this second accomplished

drawing may have been. In the catalogue

of the David-Weill collection the work

was identified as the portrait of a legisla-

tor, 5 but there is nothing to support such a

designation. The subject's black tie and

the vest buttoned to the collar have a mili-

tary look, but in the absence of color, it is

impossible to identify the uniform.

H.N.

For the author's complete text, see Naef

1977-80, vol. 1 (1977), chap. 1 (pp. 35-51).

1. For her expert analysis of the costumes of

the sitters in these early drawings, the

author is indebted to Mademoiselle

Madeleine Delpierre.

2. Translated, the inscription reads: "Drawn in

graphite by M. Ingresfils, before his departure

for Paris. The third of July, 1797." Quoted

in Naef 1977-80, vol. 4 (1977), p. 30.

3. Toulouse, Montauban 1955, no. 77; Paris

1956-57, no. 99.

4. London 1961, no. 97.

5. Henriot 1926-28, vol. 3, p. 261.

Provenance: By descent through the

Jeanbon family, Montauban, to Mme Mathias-

Edouard Pauvert, nee Marie Prunetis-Castel;

Mme Abel Marche, nee Louise Pauvert, her

daughter; by descent to her daughter Mme Carrive,

nee Helene Marche; her son Jean Carrive, Sainte-

Foy-la-Grande, 1963; Mme Jean Carrive, nee

Charlotte Behrendt, his widow, Sainte-Foy-la-

Grande; purchased from her by Germain Selig-

man, New York, 1972; acquired by E. V. Thaw
& Co., New York, 1978; purchased by The

Pierpont Morgan Library, with the Sunny

Crawford von Biilow Fund, 1978

Exhibitions: Sainte-Foy-la-Grande 1970;

New York 1984, no. 99; New York 1995—96,

no. 28, ill.

References: Naef 1970 ("Profilbildnisse"),

pp. 223-25, no. 4, p. 234, fig. 5, on p. 226; Naef

1977-80, vol. 4 (1977), pp. 16-17, n°- 6
,
ill-;

MacGregor 1979, p. 740, ill.; Richardson 1979,

no. 34, ill.
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14. Unknown Man

U9G
Graphite onparchment, with a band ofgreen

watercolor at the edge ofthe paper

Diameter S 3/
S

in. (ij.y cm)

Signed and dated lower right, within the inner-

most hand: ingres fils. f. 13 [7]
bre

1796 [Ingres

fils made (this) ber 13, 1796]

National Gallery ofArt, Washington, D.C.

Rosenwald Collection 1354.12.82

New York and Washington only

Nio

This drawing is discussed under cat. no. 13.

Provenance: Jean Ningres, Toulouse, by

1939 at the latest; Henri Petiet gallery, Paris, by

1953 at the latest; purchased by Lessing Rosen-

wald, Jenkintown, Pa., 1953; his gift to the

National Gallery of Art, Washington, D.C, 1954

Exhibitions: Toulouse 1939, no. 121 as

Portrait d'homme; Washington 1966; Cambridge

(Mass.) 1967, no. 2, ill.

References: Toulouse, Montauban 1955,

no. 169 (a photograph of the drawing), as Un por-

trait d'homme; Ternois 1959a, under no. 78; Mar-

jorie B. Cohn in Cambridge (Mass.) 1967,

technical appendix, p. 241; Mongan 1969,

pp. 137—38, fig. 2, p. 136 (identified as an actor);

Naef 1970 ("Profilbildnisse"), p. 225, no. 5,

pp. 234-35, fig. 6, p. 227; Naef 1977-80, vol. 4

(1977), pp. 24-25, no. 10, ill.; Miles 1994, p. 33,

fig. 2:9
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15. Monsieur Brochard

1796

Graphite

Diameter3
T^in. cm), framed

Signed and dated center right: J Ingres 1796

At lower right, the Georges Dormeuil collection

stamp (Lugt 1146a)

Private collector, Canada

Courtesy ofR. M. Light & Co., Inc.

Nu

Two of Ingres's early medallion profiles

are of particular interest in that they

clearly represent the same subject and do

so in such a way as to confirm his identity.

Both are signed, and though only this

one also bears a date—1796—they were

apparently executed at about the same time.

An inscription on the back of the dated

drawing, in what appears to be Ingres's

own mature handwriting, supplies the

subject's name but contradicts the date

that appears on the front. Translated, it

reads: "M. Brochard, skillful interpreter

of Moliere. ]. Ingres made [this]. Toulouse,

Fructidor[,] Year V. At age sixteen."
1

"Fructidor, Year V" designates the period

between August 18 and September 21,

1797. Ingres was still sixteen for the first

few days of that period, to be sure, but

celebrated his seventeenth birthday on

August 29. What makes this more elabo-

rate dating suspect is a note in Ingres's

Notebook X to the effect that he first

arrived in Paris about August 4, 1797,
2

which means that the drawing could not

have been executed in Toulouse during

the period indicated. If Ingres did pen the

inscription himself some years later, it is

perfectly conceivable that he was by then

out of practice in the use of the cumbersome

and short-lived Revolutionary calendar

and confused the years IV and V. It seems

more than likely that the date 1796 is cor-

rect and that the actor Brochard did sit for

his portrait in Toulouse sometime during

the three weeks following the artist's six-

teenth birthday.

That the sitter was an actor, or at least an

artist of some kind, is partially confirmed

by the way he wears his shirt open at the

neck. More definite proof is provided by a

dictionary of eighteenth-century actors 3

that lists a number of Brochards, several

ofwhom are known to have performed in

the south of France, and by Ingres's sec-

ond portrait of the same man in costume

(cat. no. 16).

This medallion profile drawing of a man

wearing classical armor is so unusual that,

were it not for the signature, no one would

have dreamed of attributing it to Ingres.

For one thing, the background of the

drawing is a solid ink wash instead of the

complex hatching familiar from other

Ingres works in this format. At some point

the solid wash was marred—presumably

by a drop of water—precisely in the area

of the signature, and it was perhaps a retrac-

ing of the signature after that accident that

makes it appear inauthentic. Yet the name

can hardly have been added in an attempt

to deceive, for in 1871, when the drawing
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was purchased—presumably in its present

condition—Ingres's youthful artistic

endeavors were virtually unknown.

Nothing helps to establish the identity

of a person so well as a strict profile view,

and the similarity between the profile of

the man in costume in cat. no. 16 and that

of the actor Brochard is so striking that no

one would deny that the sitters were one

and the same. The undated drawing can

only represent the "skillful interpreter of

Moliere" as he appeared in one of his

roles, that of Amphitryon, for example.

H.N.

For the author's complete text, see Naef

1977-80, vol. i (1977), chap, i (pp. 41—44).

1. The original French is quoted in ibid., vol. 4

(1977), p. 26.

2. Fol. 22.

3. Fuchs 1944, pp. 28—29.

Provenance: A. R. sale , Hotel Drouot,

Paris, June 6, 1883, no. 22 ("M. Brochard, habile

interprets de Moliere"); purchased at that sale

for 160 francs by Roux; possibly in an unidentified

auction, November 2, 1908, no. 302 (handwritten

note on the back of the old mount: "N 302 / 2 Nov

08"); possibly Marius Paulme, Paris, before 1929

(stamp on the back of the old mount: "Catalogue

Paulme / N° 46"; not included in the Paulme

auctions of 1929 and 1949); Georges Dormeuil,

until 1939; Mary and Charles Allan (according to

a label dated 1949 on the mount); Galerie Heim,

Paris, by 1967 at the latest; anonymous sale,

Christie's, London, March 26, 1968, no. 137,

not sold; Geoffrey Bennison, London, 1968;

Robert M. Light, Santa Barbara, Calif; the

present owner

References: Cambridge (Mass.) 1967, under

no. 1, as Brochard; Mongan T969, p. 137; Naef

1970 ("Profilbildnisse"), pp. 225—26, no. 6,

p. 235, fig. 7, p. 228 (the back of the mount), fig. 8,

p. 229 (sitter identified); Naef 1977—80, vol. 4

(1977), pp. 26—27, no. 11, ill.

16. Monsieur Brochard in Classical Costume

ca. iyg6

Graphite andgray ink

Diameter3 in. (9.4 cm)

Signed in ink lower right (2nd apparently gone

over in ink by another hand at a later date):

Ingres fils

Crocker Art Museum, Sacramento, California

E. B. Crocker Collection i8jl.45<)

N12

This drawing is discussed under cat. no. 15.

Provenance: Purchased by Judge Edwin B

.

Crocker in Dresden or Munich, 1871; his widow,

Margaret E. Rhodes Crocker; her gift to the city

of Sacramento to establish the E. B. Crocker

Art Gallery (now the Crocker Art Museum),

Sacramento, Calif, 1885

Exhibitions: Cambridge (Mass.) 1967, no. 1,

ill., as Head ofa Warrior (relationship with cat.

no. 15 established); Sacramento 1971, no. 98;

Reno 1978, no. 8; Long Beach 1978—79, no. 16;

Sacramento 1989; Flint 1992, no. 69

References: Mongan 1969, p. 137; Naef 1970

("Profilbildnisse"), pp. 226—27, no - !> p- 2.3 5, fig-

9 on p. 229 (identified on the basis of its relation-

ship with cat. no. 15); Rosenberg 1970, p. 31;

Naef 1977—80, vol. 4 (1977), pp. 28—29, no - I2
>

ill.
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17- Portrait of a Man

July 3, ijgj

Graphite

Diameters in. (j.6 cm) , framed

Signed center right: jngres.

Musee du Louvre, Paris

Departement des Arts Graphiques RF
'30J43

New York only

N13

This drawing is discussed under cat. no. 13.

Provenance: David David-Weill (1871—

1952), Neuilly, by 1928 at the latest; his gift to the

Musee du Louvre, Paris, 1948

Exhibitions: Toulouse, Montauban 1955,

no. 77, as Portrait deJoseph Ingresperej Paris

1956—57, no. 99, as Portrait deJean-MarieJoseph

Ingres pere

References: Henriot 1926—28, vol. 3, p. 257,

ill. p. 259, as Portrait d'homme; Ternois 1959a,

under no. 7S; Cambridge (Mass.) 1967, under

no. 2; Naef 1970 ("Profilbildnisse"), pp. 227—28,

no. 8, p. 235, fig. 10, p. 231; Naef 1977—80, vol. 4

(1977), pp. 30—31, no. 13, ill.; Mongan 1996,

under no. 206
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1 8. Portrait of a Man

ca. 1797

Graphite

Diameter J in. (7.5 cm), framed

Signed center right: jngres

Ashmolean Museum, Oxford

The Visitors ofthe Ashmolean Museum, Oxford

1986.43

London only

N 14

This drawing is discussed under cat. no. 13.

Provenance: David David-Weill (1871-

1952), Neuilly, by 1928 at the latest; purchased

from him by Wildenstein & Co., Inc., New York,

1935 ;
purchased from them by Sir Charles Clore,

London, 1961, until 1979; his posthumous sale,

Sotheby's, London, March 17, 1986, no. 109;

purchased at that sale by the Ashmolean

Museum, Oxford

Exhibitions: London 1961, no. 97, as

Presumed Portrait ofa Legislator (attributed to

Ingres's father); Rome, Oxford [991-92, no. 86,

ill.

References: Henriot 1926—28, vol. 3, p. 261,

ill. p. 263, as Portrait d'un legidateur, "called a

work by jean-Marie-Joseph Ingres, but certainly

by the same hand as [cat. no. 17]"; David-Weill

Collection 1957, no. 97, as Presumed Portrait of

a Legislator (attributed to Ingres's father);

Cambridge (Mass.) 1967, under no. 2; Naef 1970

("Prcfilbildnisse"), pp. 227-29, no. 9, p. 235,

fig. 11, p. 231; Naef 1977—80, vol. 4 (1977),

pp. 32—33, no. 14, ill.; Annual Report ofAshmolean

1986, pp. 28, 37; Mongan 1996, under no. 206
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19. Pierre-Guillaume Cazeaux

1798

Black chalk, stumped, with white highlights

io
3^ x 8 1^in. (2J.4 x 21 cm) framed; diameter

ofthe shaded circle inside the twoframing lines

y in. (iy.8cm)

Inscribed on the sheet ofpaper on the lectern: a

mon tres cher pere. [to my very dear father.]

Private collection

New York and Washington only

N23

At eighteen, after having studied in the

Paris atelier of Jacques-Louis David for a

year, Ingres drew this unsigned portrait of

the young Pierre-Guillaume Cazeaux.
1

It

is the first known work in which the young

artist's genius is demonstrated to perfection.

Cazeaux was born about 1776 in the

small town of Barbaste, in the south of

France, halfway between Bordeaux and

Toulouse and roughly sixty miles from

Ingres's hometown of Montauban.
2
It is

thought that his father and Ingres's father

were acquainted, 3 and it is possible that

the dedication on the sheet of paper seen

in the drawing was meant to allude to this.

The phrase may have been the title of an

epistolary poem, which would seem to be

consistent with Cazeaux's character, as

he is remembered in the family almost

exclusively for his artistic, ethical, and

philosophical interests.

Cazeaux was especially drawn to the

Utopian teachings of Saint-Simon and, after

the social philosopher's death, he even

venerated the fanatical Barthelemy-Prosper

Enfantin as Saint-Simon's apostle. He

was also acquainted with the dramatist

Charles Duveyrier, one of Enfantin's

codefendants in the state's trial of the

Saint-Simonists in 1832. It is not known

whether Cazeaux adopted the sect's pecu-

liar style of dress or subscribed to its more

radical articles of faith—so titillating to the

public during the trial—such as the eman-

cipation ofwomen and "rehabilitation of

the flesh." A letter written to his son-in-law

in 1839 does suggest that Cazeaux remained

true to certain of its ideals even after the

sect was disbanded.

In 1804, without in any way compromis-

ing his socialist convictions, Cazeaux mar-

ried an aristocratic Creole, Caroline Poirel

de la Tour. One of their sons, though

trained as an engineer, published treatises

on economics and philanthropy. Their

daughter Victorine married the attorney

and publicist Felix de Joncieres, whose

son Victorin became a composer and music

critic. An older daughter, Anai's, became

the wife of the politician and publicist

Adolphe Gueroult, who began his long

career as a passionate Saint-Simonist. A
third daughter, Hortense, remained unmar-

ried and essentially devoted her life to

keeping house for her parents.

Family tradition has it that Cazeaux and

his daughter Hortense served as the models

for the father and young girl who appear
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in the opening pages of Honore de Balzac's

La Femme de trente ans, although their

domestic situation hardly accords with the

one described in the novel. It is quite pos-

sible that Cazeaux was acquainted with

Balzac, however, as that writer was drawn

to the notions of Saint-Simon. Cazeaux is

also said to have been a friend of Jacques-

Louis David, possibly thanks to Ingres.

David is supposed to have painted for his

young admirer a copy of his early self-

portrait that was still in the family well

into the present century.4

If more is known about Cazeaux's

acquaintanceship and character than about

his career, it is because he apparently failed

to achieve any particular worldly success.

He was in the shipping business, and for

that reason lived for a time in Bordeaux.

Large monetary losses, probably resulting

from misguided speculations, forced him

to end his days as a minor civil servant in

the provinces. He died in Pavilly, some

twelve miles outside Rouen, in 1850.

H.N.

For the author's complete text, see Naef 1977-80,

vol. 1 (1977), chap. 5 (pp. 81-83).

1. In Galichon 1861b, which was published dur-

ing Ingres's lifetime, the work is dated 1798,

and the clothing would seem to confirm

that date.

2. The author is indebted to Mademoiselle S.

de Joncieres, the subject's great-great-grand-

daughter, for information about his life.

3. Lapauze (1911a, p. 10) reproduces among the

works of Ingres's father the medallion por-

trait of an unknown man whose features

re strikingly similar to those of Pierre-

Guillaume Cazeaux; Mademoiselle S. de

Joncieres (see n. 2, above) suggests that it

may well be a portrait of Cazeaux's father.

4. Sold Sotheby's, London, December 6, 1967,

no. 88, ill.

Provenance: Pierre-Guillaume Cazeaux,

Pavilly, until 1850; Mile Hortense Cazeaux, his

daughter (died April 1903); given or bequeathed

by her to her nephew Paul Gueroult, April 22,

1884; by inheritance (in accordance with the

wishes of his aunt Hortense Cazeaux) to his first

cousin Victorin de Joncieres, until October 1903;

Leonce de Joncieres, his son, until 1952; Mile S.

de Joncieres, his niece; Dr. Rudolf J.
Heinemann,

New York, from 1964 to 1975; his widow until

1996; private collection

Exhibitions: Paris 1861 (2nd ser.); Paris

1905, no. 37; Paris 1911, no. 71; New York 1973,

no. 16, ill.

References: Galichon 1861b, p. 46;

Delaborde 1870, no. 268; Lapauze 1911a, ill. p. 29;

Naef 1977-80, vol. 4 (1977), pp. 40-41, no. 23, ill.

ca. lygy

Black chalk, stumped, with white highlights

2l
3̂ x l5^in. (55.4 x 40.5 cm) , framed

Signed bottom right: jngres. eleve de David

[Ingres. Pupil of David]

At lower left, the Musee du Louvre, Paris,

collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF3128J

London only

N26

20. Barbara Bansi

In 1847, when Ingres began a list of his

works, the only portrait drawings he

recalled from the period before 1806 were

one of Madame Delannoy, the famous

group portrait of the Forestier family (cat.

no. 23), and this drawing of the young

painter Barbara Bansi.
1

Picturing it to

himself nearly half a century later, he

described it in his list as a watercolor,
2
and

it is easy to see why. Although the work was

executed with a stick of black chalk rather

than a brush, the drapery and especially the

sculptured balustrade on which Mademoi-

selle Bansi is seated are so exquisitely shaded

that they give the appearance ofpainting in

grisaille. The drawing is undated; however,

the signature
—

"jngres. eleve de David"

—

places it sometime before the fall of 1801.

That was the year he won the Prix de

Rome, and after that triumph it is unlikely

that he would have signed himself as a stu-

dent. The young woman's gown seems to

reflect the fashion of about 1799, when she

would have been twenty-two. The back-

ground landscape seems more reminiscent

of Italy than of the lie de France. It is pos-

sible that the artist added the background

after he had come to know Italy, yet his

earliest views of Rome have a very differ-

ent look. In the sky one can see a parachute

and what appears to be a montgolfier, or

hot-air balloon, that has careened out of

control. Owing to the latter detail, the sitter

was long identified in the Ingres literature

as "Mademoiselle de Montgolfier." That

she is in fact Barbara Bansi is confirmed by

a relief portrait of her executed in 1810. 3

Bansi appears to have been every bit the

free spirit Ingres portrayed in his drawing.

Most ofwhat we know of her comes from

a biography of the Zurich philanthropist

and dreamer J ohann Caspar Schweizer,4
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who adopted her in 1783, when she was

six years old. Her father, the Swiss pastor

Heinrich Bansi, gladly surrendered her to

Schweizer and his wife, calculating that

she would not only be raised in luxury but

would ultimately inherit a fortune. Barbara

was a quick child and no doubt talented,

but ill-behaved and deceitful. She was as

manipulative as her father and soon

proved to be unmanageable.

In 1786 Schweizer moved his household

to Paris, where he entertained lavishly

and fell prey to promoters of all manner

of fraudulent schemes. In 1794, close to

bankruptcy, he set out for America, com-

missioned to collect certain state debts

and set up trading relations with the New
World. Barbara, by now a proper hellion

whose only interests were her art studies

and her liaisons with artists—Francois

Gerard is said to have been one of her

lovers—was left at a boarding school in

Revolutionary Paris. In 1795 her father,

horrified by her behavior and furious that

the Schweizer money had slipped from their

grasp, tried to take her back to Switzerland,

but she refused to go. By the time Schweizer

returned in 1801, Barbara could only treat

him with scorn.

In 1802 she set out for Italy, where she

became a Catholic and may have traveled

in the retinue of Napoleon's mother. In

1804 she lived for a time at the Villa

Medici in Rome, and is reported to have

had an affair with its director, Joseph-

Benoit Suvee. 5 By 1808 she had landed in

Florence, for in that year she married the

highly respected and much older physi-

cian Lorenzo Nannoni. The unlikely pair

became estranged in 181 1 and Nannoni

died in 1812. Two years later Bansi returned

to Paris, where she found employment as a

teacher of drawing, first in the royal insti-

tute for young noblewomen at Saint-Denis

and later at Sainte-Clotilde. She died in

Paris in 1863.

In 1855 this drawing was photoengraved

by Dujardin, using the heliogravure

process. H.N.

Translator's note: The first public

demonstration of the parachute was staged in

Paris by Andre-Jacques Garnerin on October 22,

•797—the only time during the turn-of-the-cen-

tury period when such a device was seen in the

skies over the capital. That day Garnerin ascended

in a hot-air balloon from the Pare Monceau and

on reaching an altitude between 2,000 and 3,000

feet he opened the parachute and floated to the

ground. Relieved of the weight of man and

equipment, the balloon then rose very rapidly

until it burst. Since Bansi holds a spyglass in her

left hand, it is likely that Ingres's portrait records

this specific event. It is easy to imagine the two

young artists deciding to make a day of it, arming

themselves with a spyglass and drawing materials,

and setting off for some height—most probably

Montmartre—from which they could look out

over the Pare Monceau. The demonstration took

place only two and a halfmonths after Ingres's

arrival in Paris; being able to sign himself as a stu-

dent ofDavid would have been something still

quite new to him and a source of pride.

For the author's complete text, see Naef

1977-80, vol. 1 (1977), chap. 7 (pp. 87-102).

1. Inscribed in an unknown hand on the back of

the former mount of this drawing is the fol-

lowing notation: "Ce dessin de M. Ingres a

ete donne en cadeau a son eleve Mme la

Marquise de Lannoy a son retour [1824] de

Rome." ("This drawing by M. Ingres was

given as a present to his pupil Mme la mar-

quise de Lannoy upon his return [1824]

from Rome.")

2. The portrait of Bansi is listed in Ingres's

Notebook X, fol. 22, among those works he

produced in Paris between 1797 and 1806

("m"e Bansi aquarelle").

3. Executed in Florence by Luigi Pampaloni.

See Naef 1977—80, vol. 1 (1977), p. 90, fig. 2.

4. See Hess 1884.

5. Guillaume Guillon Lethiere to M. Le Breton,

April 12, 1808, quoted in Lapauze 1924, vol. 2,

pp. 84-85; reprinted in Naef 1977-80, vol. 1

(i977)> P- 97-

Provenance: Perhaps presented by the

artist after his return from Italy in 1824 to his

pupil Mme la marquise de Lannoy; Adolphe

Moreau, Paris, by 1858 at the latest; Alfred

Stevens, before 1884;* Albert Goupil, Paris, by

1884 at the latest; his sale, Hotel Drouot, Paris,

April 23-27, 1888, no. 336; sold for 2,700 francs

to Louis Lefebvre de Viefville; his daughter Mile

S. Lefebvre de Viefville, Paris; her bequest to the

Musee du Louvre, Paris, 1961

Exhibitions: Paris 1862 (according to

Goncourt 1956—58 and Silvestre 1862); Paris 1884,

no. 395, as Mile de Montgolfier; Paris 1967-68,

no. 3, ill.; London 1972, no. 649, pi. 85, as Portrait

ofa Woman

References: Saglio 1857, p. 76, asMlleBansi

(known from the list of works in Ingres's Note-

book X); Feydeau 1858, pp. 297—98 (correct

description of the drawing but the subject is inex-

plicably called an "old woman"); Silvestre 1862,

p. 8, as La Dame a la Montgolfiere (Lady with the

Balloon); Delaborde 1870, no. 255, as Mademoi-

selle Bansi (catalogued from the list of works in

Notebook X); Gazette des beaux-arts 1885, ill. opp.

p. 226, as Mile de Montgolfier (the heliogravure

by Dujardin); Molinier 1885, p. 388, asMlle de

Montgolfier; Muther 1893-94, vol. 1, ill. p. 328, as

Mile de Montgolfier (the heliogravure by Dujardin);

Lapauze 1901, p. 247, "Mile Bausi, watercolor"

(incorrectly cited from the list ofworks in Note-

book X); Lapauze 1911a, p. 34, n. 2, asMlle de

Montgolfier (cited from Silvestre 1862), p. 60,

"Mile Bauri, watercolor" (incorrectly cited from

the list ofworks in Notebook X), p. 75, as Mile

Bansi (cited from the list ofworks in Notebook X),

ill. p. 89, as Mme de Montgolfier (the heliogravure);

Lapauze 1911b, p. 48, ill. p. 33, as Mme de Mont-

golfier (the heliogravure); Saunier 1911, ill. p. 4,

as Mme de Montgolfier (the heliogravure); Fischel

and Boehn 1925a, vol. 1, ill. p. 119, as Mile de

Montgolfier; Goncourt 1956-58, vol. 5, p. 107,

entry for May 4, 1862;^ Anon., June 1, 1958, p. 10;

Wiekenberg 1958, p. 18; Naef 1961 ("Schweizer

Kiinstler II"), pp. 5, 7, ill. (sitter identified); Naef

1963 (Schweizer Kiinstler), pp. 7—24, 77—78,

no. 1, p. 97, ill. on the book jacket (detail) and on

frontis.; Levey 1968, pp. 46-47; Cambridge

(Mass.) 1973, p. 24, n. 38, fig. 15; Delpierre 1975,

p. 25; Naef 1977-80, vol. 4 (1977), pp. 46-48,

no. 26, ill.; Ternois 1980, p. 18

'According to a handwritten note in a catalogue

of the Albert Goupil auction, Paris, April 23-27,

1888, it was "sold several years ago for 500 francs

by Alf. Stevens"; quoted in Naef 1977-80, vol. 1

(1977), P- 48-

* "a portrait of a woman of the Empire period, in

chalk, wearing a low-cut dress, her nipples prac-

tically knotted around her navel—a fabulously

imbecilic and comical drawing" ("un portrait

de femme de l'Empire, au crayon, decolletee,

les tetons a peu noues au nombril,— un dessin

fabuleux d'imbecillite et de comique").
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2i. Jean-Charles-Auguste Simon

September 23, 1802-September 23, 1803

Black chalk, stumped, with white highlights

i6
1/
16

x 14 % in. (40.8 x 35.9 cm), framed

Signed and dated lower right: jngres fa / an II

[Ingres made (this) / (Revolutionary) Year 1
1]

Muse'e des Beaux-Arts, Orleans ygi

New York only

N30

Jean-Charles-Auguste Simon was the sub-

ject oftwo of the very few known portrait

drawings dating from Ingres's first Paris

period. They were both left to the Musee des

Beaux-Arts, Orleans, by the subject's grand-

nephew Hector Delzons, and in the same

bequest there is a painted portrait of Simon

by Ingres's friend Jean-Pierre Granger.

Simon was born in Paris in 1776, the

son of a parliamentary lawyer.
1 The death

certificate of his first wife, dated 1828,

identifies Simon himself as vice adminis-

trator of the collection of indirect taxes.
2

He married again at the age of fifty-nine

and died, at sixty-seven, in 1843. His own

death certificate identifies him as a man of

private means, and his widow was left an

estate valued at 10,400 francs. 3

Nothing in the archives suggests how

the young Simon might have met Ingres

and become the subject of a portrait by

him. Nevertheless, a look at his family tree

reveals that Simon was related to a number

of prominent artists. His maternal grand-

father was the architect Jean-Michel

Chevotet (1698—1772), designer of several

chateaux (Petit-Bourg, Mareil, Champ-

latreux, and Arnouville), and also of the

Pavilion d'Hanovre, built for Richelieu

and now in the park at Sceaux. Chevotet's

brother-in-law was the portraitist Jean

Valade (1709—1787), a Painter to the King

who is remembered primarily for his pas-

tels. One of Chevotet's daughters—that is

to say, an aunt of Simon—was married to

an Architect to the King, Jean-Baptiste

Chaussard (1729-1818). Delzons's bequest

to the Musee des Beaux-Arts, Orleans,

also included works by Valade and por-

traits of Chevotet and his wife by Jean-

Baptiste Perronneau.

It is also interesting that the art critic

Pierre-Jean-Baptiste Chaussard was a son

of the architect Chaussard and therefore

Simon's cousin. Under the name Publicola,

the younger Chaussard wrote a whole book

on the 1806 Salon in which he savagely

dismissed the work of Ingres.4

Another man named Simon is men-

tioned in Ingres's letters to the Forestier

family (see cat. no. 23), which were writ-

ten only months after he had executed the

second of the two portraits. 5 Clearly, that

Simon had something to do with painting

supplies, and perhaps he was the art supplier

and framer named on a label attached to the

old mount of the 1806 portrait. Although it

is tempting to think that this man could

have been the sitter for these portraits, it is

difficult to reconcile his occupation with

that of a tax collector. Of course the two

men could have been related. As noted

above, the sitter's father was a lawyer,

and since the father of Ingres's fiancee,

Marie-Anne-Julie Forestier, also moved

in judicial circles, it is conceivable that

the artist met the subject of the two por-

traits at the Forestiers'.

The two Simon portraits, extremely dif-

ferent in format and execution, are impor-

tant landmarks in Ingres's portrait oeuvre.

The earlier one (cat. no. 21), nearly life-

size, has the impact of a painting, even

though it was produced with a stick of

chalk on paper. It is the last dated master-

work Ingres brought to perfection while

still under the influence of his great teacher,

Jacques-Louis David. In it, the artist's own

personal genius and a school style more

imposing than the one he himselfwould

later represent are admirably blended.

The smaller Simon portrait (cat. no. 24)

was executed in pencil three or four years

later (and lithographed at some unknown

date by an anonymous artist). It is the work

of a beginner, in the sense that Ingres had

now set himselfon a course that would

produce the greatest portrait work of the

century and some ofthe most memorable

likenesses of all time. The artist drew Simon

shortly before leaving for Rome in Sep-

tember 1806, and in what little was left of

that year he made incredible advances that

would culminate in his Roman pencil por-

traits. The Simon portrait was soon sur-

passed, but it marks the beginning of a

tremendous series of works, extending

across the artist's entire career. In them,

the form Ingres developed early in his life

never slipped below the level of vitality that

distinguishes style from mere mannerism.

H.N.
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Editor's Note: Georges Vigne (Vigne

1995b, p. 25) follows Helene Toussaint (Sydney,

Melbourne 1980—81, no. 78) in reading the date

on this portrait as "An II" or 1793-94, rather

than "An 11," or 1803—4, because "the Revolu-

tionary calendar never used arabic numerals."

Toussaint's suggestion was contested by Jacques

Foucart (1982, p. 90). The conception and execu-

tion of this superb drawing seem too precocious

for Ingres at such an early date, and it is diffi-

cult to be categorical as to whether the sitter

looks seventeen or twenty-seven years old.

Naef 's date of 1802— 3 is therefore retained in

this catalogue.

For the author's complete text, see Naef 1977—80.

vol. 1 (1977), chap. 10 (pp. 119-23).

1. "Avocat au parlement." Baptismal register,

Saint-Germain-l'Auxerrois, Paris, Archives

de Paris; quoted in Naef 1977—80, vol. 1

(1977), p. 120.

2. "Sous-chef a 1'administration des contribu-

tions indirectes." Registry-office notice,

Archives de Paris; quoted in Naef 1977—80,

vol. i (1977), p. 120.

3. Ibid.

4. Chaussard 1806, pp. 178, 181.

5. Lapauze 1910, pp. 31, 75, 95, 97, 126.

Provenance: Jean-Charles-Auguste Simon

(1776—1843), Paris; his sister Mme Jacques

Ansillion, nee Louise-Adelaide Simon, Fontaine-

bleau, until 1849; Mme Alexis-Octave Delzons, nee

Adelaide Ansillion, her daughter; Marie-Jacques-

Hector Delzons, her son, Orleans; his bequest to

the Musee des Beaux-Arts, Orleans, 1895

Exhibitions: Paris 1900a, no. 1067; Paris

190, no. 72; Paris 1921, no. 56; Paris 1933b, no. 160,

ill.; Brussels, Rotterdam, Paris 1949—50, no. 128;

Toulouse, Montauban 1955, no. 93; Hamburg,

Cologne, Stuttgart 1958, no. 123; Copenhagen

i960, no. 66, ill.; Warsaw 1962, no. 28, ill.; Mon-

tauban 1967, no. 9 bis; Paris 1967-68, no. 7, ill.

(sitter identified); London 1972, no. 651, pi. 81;

Sydney, Melbourne 1980-81, no. 78; Tubingen,

Brussels 1986, no. 1; Kamakura, Tochigi, Ibaraki,

Tokyo 1990, no. 87.

References: Tourneux 1900, ill. p. 472;

Lafond 1906, p. 105; Lapauze 1911a, ill. p. 31;

Saunier 191 1, ill. p. 10; Ratouis de Limay 1920,

p. 107, ill. p. in; La Renaissance de Fartfrancais

1921, ill. p. 194; Vitry 1922, ill. p. 54; Cassou

1936, ill. p. 157; Bouchot-Saupique 1949, p. 437;

Lugt 1956, p. 289; Auzas 1958, p. ri, ill.; Tre'sors

des musees de province 1958, p. 77, ill.; Serullaz

1967, p. 210; Naef 1972 ("Revoil"), p. 5; Cam-

bridge (Mass.) 1973, pp. 22, 24, fig. 14; Paris,

Detroit, New York 1974—75, p. 153 (French ed.);

Delpierre 1975, p. 23; Naef 1977—80, vol. 4 (1977),

pp. 54-55, no. 30, ill.; Vigne 1995b, p. 25, fig. 6
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22. Henriette Harvey and Her Half Sister,

Elizabeth Norton

1804

Gray watercolor and graphite onpaper with the

upper corners cut off

11 xy'^in. (28 x 18.3 cm)

Signed and dated bottom right: Ingres 1804

Inscribed top right: M elles harvey

At bottom right, the collection stamp ofEdouard

Gatteaux (Lugt 852); at lower left, the Musee du

Louvre, Paris, collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 12293

Washington only

N31

Ingres's depiction of the Misses Harvey

and Norton is his only known portrait

drawing executed in watercolor with a

brush. It appears to be not so much a por-

trait, in fact, as a swiftly executed impres-

sion or preliminary study, and we know

from entries in his notebooks that Ingres

also produced oil portraits of these young

women that have either disappeared or

been destroyed." On the back of the sheet

there is a superb drawing by the artist of

the head of a third young woman (N 32).

The ink signature and inscription, which

seem to be in the handwriting of Ingres at

a later time in his life, were probably

added when he presented the work to his

friend Edouard Gatteaux. The sheet has

since been trimmed; what remains of an

additional inscription on the back appears

to identify the subject of that drawing as

the young women's maid.

Ingres was perfectly correct in identify-

ing the pair as the Misses Harvey, for that

is what they called themselves at the time

he drew them. As it happens, only the

older one, Henriette, bore that name. The

daughter ofJohn Harvey and his wife,

Elisabeth, nee Hill, she had been born in

London about 1774. Elizabeth Norton
2

was the illegitimate daughter of the same

Elisabeth Harvey, born near Guildford, in

Surrey, in 1778. At her baptism, in 1779,

she was given the surname of her then-

unmarried father, William Norton, later

the second Lord Grantley and British

ambassador to Switzerland. Mrs. Harvey

took the young half sisters to Italy for a

number of years, and then—by 1802 at

the latest—settled in Paris, first in the city

itself and later in the southern suburb of

Fontenay-aux-Roses. Her circle of acquain-

tances included the painter Francois

Gerard, the actor Francois-Joseph Talma,

the poet Jean-Francois Ducis, and

Jacques-Henri Bernardin de Saint-Pierre,

author of the romance Paulet Virginie?

Very little is known about Henriette

Harvey. An artist, like her half sister, she

seems to have limited her endeavors to

landscapes in gouache and copies on

porcelain after old-master paintings. She

never married, and died in 1852, leaving her

estate to Elizabeth.4 An anecdote included

in the memoirs ofthe poet Auguste Barbier

suggests that he saw Ingres, along with

various other prominent gentlemen, at the

home of Miss Harvey in 1844.' Her death

certificate records that she lived at 9, rue

de Lille. Ingres lived down the street at

number 49.

Elizabeth was more ambitious. A pupil

of Gerard, she showed her paintings at the

Salon nearly every other year between

1802 and 1812. Her most successful work

was a group portrait of the author ofPaul

et Virginie with his family.
6
She also pro-

duced narrative paintings illustrating scenes

from Ossian, one of which is owned by

the Musee des Arts Decoratifs in Paris.

She seems to have abandoned painting

before she married, in 1818, a widowed

young nobleman and father of two. Her

husband, Etienne-Babolin Randon de Pully,

was born in 1774 and had been a military

man like his father, Lieutenant-General

Baron de Pully. The couple first lived on

their estate in Eragny, near Pontoise,

and then about 1830 moved to Chateau

Puygirault, some thirty miles east of

Poitiers. Randon de Pully died there in

1853, Elizabeth in 1858. Through their son,

William-Enguerrand, some thirty works

by the two sisters have been passed down

in the family and in 1969 were owned by a

distant relative, Henry de Lanauze-Molines.

Portraits in his collection by Elizabeth of

herself and her half sister suggest that the

seemingly more dominant, dark-haired

young woman in Ingres's portrait draw-

ing is Elizabeth and that the more pas-

sive blonde is Henriette.

H.N.

For the author's complete text, see Naef 1977-80,

vol. 1 (1977), chap. 9 (pp. 106-18).

1. Notebook IX, fol. 66, and Notebook X, fol.

22.

2. The younger woman spelled her own first

name with a {.

3. Ducis 1879, PP- 187-88, 190, 200-201,

204—5, 2I2—

1

3> 232 '
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4. Archives de Paris.

5. Barbier 1883, p. 273.

6. According to the livret, the portrait was

exhibited at the Salon of 1 804.

Provenance: Probably the artist's gift to

Edouard Gatteaux, Paris, until 1881; Jules Claretie,

Paris, by 1903, at the latest; his sale, Hotel Drouot,

Paris, May 8, 1914, no. 98, sold for 1,400 francs;

Henry Lapauze (1867-1925); his posthumous

sale, Hotel Drouot, Paris, June 21, 1929, no. 30;

acquired at that sale for 52,000 francs by the

Musee du Louvre, Paris

Exhibitions: Paris 1933a, no. 192; Paris

1935a, no. 87 [eb]; Brussels 1936, no. 2, ill.;

Zurich 1937, no. 207, pi. VIII; Toulouse,

Montauban 1955, no. 95; Montauban 1967,

no. 10; Paris 1967-68, no. 9, ill.; London 1972,

no. 652

References: Lapauze 1903, no. 35, ill., as

MLle
Hervey; Lapauze 1911a, pp. 39—40, ill. p. 45;

La Renaissance de Vanfrancais 1921, ill. p. 199;

Hourticq 1928, pi. 6; Huyghe 1929, p. 6, ill. p. 5;

Alazard 1942, no. 1, ill.; Alazard 1950, p. 26, n. 6,

p. 143, pi. IV; Elgar 1951, fig. 2; Wildenstein 1954,

p. 170, pi. 11; Mathey 1955, no. 1, ill.; Chicago,

Minneapolis, Detroit, San Francisco 1955-56,

under no. 101; Boggs 1962, p. 17, n. 89, p. 90;

Garrisson 1966, p. 19, n. 8; Cambridge (Mass.)

1967, under no. 4; Naef 1967 ("Demoiselles Har-

vey"), pp. 7-9, cover ill.; Serullaz 1967, p. 210;

Hoetink 1968, under no. 155; Naef 1968 ("Demoi-

selles Harvey"), pp. 39-43; Radius and Camesasca

1968, p. 89, ill.; Ternois 1969, p. 207, n. 102; Naef

1971 ("Harvey and Norton"), pp. 79-89, fig. 14,

(sitters identified); Ternois and Camesasca 1971,

p. 89, ill.; Delpierre 1975, p. 21; Naef 1977-80,

vol. 4 (1977), pp. 56-57, no. 31, ill.
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Graphite on paper, 9^x12'/ in. (24.1 x 32.5 cm).

Musee Ingres, Montauban (867.2653)
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23. The Forestier Family

1806

Graphite

9'/
s
x l2'/

2
in. (23.3 x 31.9 cm)

Signed and dated lower left: Ingres fecit 1 806

[Ingres made (this) 1806]

At lower right, the Muse'e du Louvre, Paris,

collection stamp (Lugt 1886a)

Muse'e du Louvre, Paris

Departement des Arts Graphiques RF 1450

Washington only

N33

The central figure in Ingres's incompara-

ble group portrait of the Forestier family is

Marie-Anne-Julie Forestier, the young

woman to whom the portraitist became

engaged before his departure for Italy in

1806. Her father and mother are seated to

her left and right. The other two figures

are presumed to be her mother's brother

and the family maid, Clotilde.
1

Julie was

a painter, and Ingres had doubtless come

to know her in art circles. She played the

clavier as well, so they also shared a love

of music. She had introduced Ingres to her

family at least by 1804, for when his father

visited him that year he was entertained at

the Forestiers'. To Ingres, living in some-

what disreputable circumstances while

waiting to receive the scholarship awarded

him as the 1801 winner of the Prix de

Rome, her home must have seemed a haven

of order and bourgeois respectability.

The head of the house, Charles-Pierre-

Michel Forestier, in his early sixties at the

time Ingres portrayed him, was a jurist.

Ingres identified Forestier as a former

judge in Paris.
2
His wife, born Marie-

Jeanne-Julie Salle, was the daughter of a

respected legal scholar and writer. Their

daughter Julie was born in 1782. A pupil

of Jean-Baptiste Debret—Henry Lapauze

tells us she also studied under Jacques-Louis

David 3—she first exhibited at the Salon of

1804. She was twenty-four when, some-

time between June and September 1806,

she became engaged to Ingres. By that

time Ingres had been informed that he

could finally draw on his scholarship, and

he was scheduled to leave for Rome in the

late fall. Part of the agreement with his

future in-laws was that he would spend

only a year at the Villa Medici, not the

four awarded him, then return to Paris and

set up his own household.

But the Ingres who arrived in Rome in

early October was no longer the self-

confident young artist who had set out

from Paris in late September. Along the

way, he learned that critics had been virtu-

ally unanimous in their condemnation of

the paintings he had submitted to the

Salon, the best works he had produced up

to that time. His letters to the Forestiers

during the next several months show that

he was deeply shaken and uncertain about

his future. He felt he could not return to

Paris until he had painted the narrative

masterpiece that would establish his repu-

tation. He also resented the tone of conde-

scension in Monsieur Forestier's replies,

even when he tried to seem consoling.

Moreover, Ingres was unconsciously falling

under the spell of a rival; increasingly, his

letters catalogue the seductive charms of

Rome. His last letter to the Forestiers, of

August 1807,
4 was obviously written by a

man in great turmoil. In it he painted him-

self as doomed to suffer and bound to cause

suffering to those dear to him. Without

renouncing Julie in so many words, he

made it clear that he wished to be free.

There was no reply.

Ingres would stay on in Rome for more

than a decade, and in time he put the

whole affair behind him. Julie never did:

it became the defining misfortune of her

life. She never married, and sometime

after 1824, when Ingres was suddenly cata-

pulted to fame, she wrote a roman a clef

about the episode, Emma, ou lafiancee)

The manuscript, which she had the good

taste not to publish, was discovered early

in our own century, along with Ingres's

carefully preserved letters from Rome, in

the possession of Ingres's nephew Fernand

Guille.
6 The work, filled with distortions

of fact and motive, reveals that she never

did comprehend the depth of the artist's

despair following his critical rejection in

1806. Still, there are passages that ring

true; the mother in the story, for example,

is fully aware that many of her husband's

comments in his letters to the absent fiance

were bound to hurt him.

Julie continued to paint, exhibiting her

work off and on at the Salon until 1819.

Too little of it has been identified to per-

mit any judgment of her abilities. Her

father suffered some sort of paralysis in

1812 and was granted a pension, but it is

not known just when he died. He was still

living when her mother died, in 181 5. By

the early 1820s Julie's situation appears to
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have been desperate, for several letters

survive in which she begs officials of the

royal household to purchase paintings

—

in two cases, copies after Raphael. She is

last mentioned in an almanac of French

artists for 1836.
7 Lapauze relates that she

ran an atelier for young women8
and lived

to an advanced age,9 but there are no docu-

ments to confirm his claims.

The Forestier portrait, which is included

in the list ofworks in the artist's Notebook

X,
10

survives in three versions: this draw-

ing in the Louvre, dated 1806; an undated

copy that once belonged to Lapauze, now

in the Musee Ingres, Montauban (fig. 77);

and a tracing, dated 1804, in the Fogg

Art Museum, Cambridge, Massachusetts

(fig. 76). How they relate to one another

is uncertain. The discrepancy in dating

appears to be an instance of the artist's

poor memory in his later years, for analysis

of the signatures indicates that they were

added long after the drawing was made.

Only in the Louvre version, which is

undoubtedly the original, do the faces show

the spontaneity typical of Ingres's drawings

from life. The version in the Musee Ingres

appears to be a copy produced at an early

date by another artist, possibly Julie

Forestier. The tracing, definitely the work

of Ingres himself, must have been executed

shortly before 185 1, in anticipation of the

Ingres monograph to be published that

year, with the artist's collaboration, by his

pupil Albert Magimel, for in that work it

is reproduced in a crude line engraving."

When making the tracing from the Louvre

drawing, Ingres introduced several changes.

He lessened the distance between Julie and

her father, added more space between her

and her mother, and slightly elongated the

figures. He also reduced the size of the hand-

kerchiefJulie holds in her right hand—an

improvement he felt obliged to make in the

original as well, for there it is apparent that

he erased the handkerchief and redrew it.

H.N.

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 11 (pp. 124-43)-

1. Lapauze 1910, pp. 37, 76, n. 1; and Lapauze

1911a, p. 60.

2. An inscription in Ingres's hand on the traced

version of the portrait (fig. 76) reads: "ancien

juge de Saint-Nicolas a Paris." Naef 1977-80,

vol. 1 (1977), p. 125.

3. Lapauze 1911a, p. 60.

4. Ingres to Pierre Forestier, August 8, 1807,

quoted in Lapauze 1910, pp. 177—88.

5. Printed in full in Lapauze 1910,

pp. 199-242.

6. Ibid., p. 241, n. 1.

7. Guyot de Fere 1836, p. 96.

8. Lapauze 1910, p. 166, n. 1.

9. Ibid., p. 197.

10. Fol. 22. See Lapauze 1901. The portrait may

be mentioned in letters from the artist in

Rome to Julie Forestier dated October 19,

1806, and February 20, 1807; see Lapauze

i9io,pp. 3 8, 112.

11. Magimel 1851, no. 5.

Provenance: Presented by the artist to his

fiancee, Julie Forestier, in 1806 (according to

Henry Lapauze);* returned by her to Ingres after

August 1807 (according to Lapauze);* presented

no earlier than 1824 by Ingres to Louis-Joseph-

Auguste Coutan, Paris, until 1830; his widow,

nee Lucienne Hauguet, Rouen, until 1838; Ferdi-

nand Hauguet, her brother, Paris, until i860; his

widow, nee Jane Lucy Agnes Cole Martin, Paris,

until 1869; their son Albert Hauguet, Antibes,

until January 1883; his widow, nee Marie-Therese

Schubert, Antibes, March 1883; her father, Jean

Schubert, and her sister, Mme Gustave Milliet, nee

Henriette Schubert; their gift to the Musee du

Louvre, Paris, 1883

Exhibitions: Paris 1861 (1st ser.), no. 54;

Paris 1867, no. 337; Paris 1934c, no. 91; Venice

1934, no. 197; Basel 1935, no. 2, ill.; Brussels 1936,

no. 3 ; Zurich 1937, no. 208, pi. IX; Paris 1954,

no. 7; Paris 1962, no. 108; Montauban 1967,

no. 17, fig. 3; Paris 1967—(58, no. 19; Vienna

1976—77, no. 3, ill.

References: Magimel i8;i,no.
5
(illustration

based on the tracing by Ingres); Silvestre 1856,

pp. 6 (unless the tracing is meant), 36; Gamier

1857, p. 5; Saglio 1857, p. 76; Blanc 1861, p. 191;

Delaborde 1861, p. 267; Galichon 1861a, p. 358;

Merson and Bellier de la Chavignerie 1867, pp. 13,

81; Blanc 1870, pp. 8 (unless the tracing is meant),

43, 96, 236; Delaborde 1870, no. 301; Gatteaux
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ROME, 1806-1820
Philip Conisbee

In
September 1806 Ingres left Paris with his govern-

ment stipend from the Prix de Rome, traveling via

Milan, Bologna, and Florence, and arriving in Rome

on October 11. During his first few weeks there,

he resided in the splendid new seat of the Academie

de France, the Villa Medici, acquired from the duke

of Tuscany in 1804.' His letters from Rome to Pierre

Forestier, his prospective father-in-law, indicate that it

took him some unhappy weeks to settle down: ten days

and even a month after his arrival, he was ready to return

to Paris and to Julie.
2
After all, the young couple had only

recently become engaged. Gradually, however, Ingres's

discovery of the natural and artistic glories of Italy and his

absorption into the world of students and artists in Rome

made the distance from Paris a psychological as well as a

physical one. There was also nothing in the reception of

his public debut in Paris to encourage an ambitious young

artist to return; he agonized, with embarrassment, shame,

bitterness, and anger, over the critical diatribes his works

had suffered at the Salon 3 and vowed never to exhibit

there again.

No doubt ominously from Julie Forestier's point of

view, Ingres began by January 1807 to express positive

feelings about Rome, stating that he could not envisage

returning within the year: "This is an environment and

a city overflowing with all sorts of beauties, with pic-

turesque architecture above all and with beautiful effects." 4

Perhaps to assuage his mounting guilt at the gradual

transference of his emotions from Julie to the novel

seductions of Rome, Ingres asked her at this time to make

a copy of his 1804 self-portrait (cat. no. n).' He also sent

her some drawings of Roman views (one of which can be

identified for certain today [fig. 79]), as if to confirm the

legendary attractions of his surroundings. Ingres soon

moved from the Villa Medici itself to the pavilion of San

Gaetano on the grounds, with its attached studio. This

brought him privacy and some enchanting views of

Rome (see fig. 80),
6
as he remarked in a letter home to

Paris: "I am going to live in a small house at the end of

the garden, where I shall be alone and as a consequence

freer, where I have a more beautiful view than before,

and, what is invaluable, a beautiful studio facing north." 7

It was from his window that the view drawn for Julie was

taken. Yet, by August 1807, in his last letter to Forestier,

one that mixes anguish with joy, Ingres was unashamedly

anticipating the full term required to complete his studies in

Fig. 79. View ofthe Villa Medici, Rome, ca. 1806. Graphite on paper, 4V x 7VS in. (12 x Fig. 80. The Villa Medici Seenfrom the San
20 cm). Fogg Art Museum, Harvard University Art Museums, Cambridge, Massachusetts Gaetano Pavilion, 1807. Graphite and sepia

wash on paper, n 3,/ x 9 in. (28.9 x 23.1 cm).

Musee Ingres, Montauban (867.4414)

Opposite: Fig. 78. Detail of Queen Caroline Murat (cat. no. 34)



Fig. St. The Bather of Valpincon, 1808 (W 53). Oil on canvas,

57'/ x 38 in. (146 x 97 cm). Musee du Louvre, Paris

Rome: "I ask you on both knees—it is impossible for me to

leave such a marvelous country so soon."
8
Julie was slip-

ping from his mind and, in effect, was gone from his life

forever. She was never to marry, and perhaps sublimated

some of her pain by writing a roman a clef of lost love

and dashed hopes.9

At the Academie, Ingres established a good relationship

with Joseph-Benoit Suvee, the sympathetic and liberal-

minded director. Primarily concerned with reestablishing

the school in its new home on the Pincio, Suvee was more

preoccupied with extracting the necessary funds from

Paris than with supervising his students in Rome. Ingres

and his graduate colleagues were thus relatively free to

draw from the life models provided at the Academie and

to study the antiquities and works by modern masters

found in abundance in and around Rome. The painting

pensioners were also expected to ground themselves

intellectually, by studying history and literature, in

preparation for their careers as history painters in the tra-

dition of Poussin and David. As he had done in David's

studio in Paris, Ingres kept himself rather apart from the

other pensioners: he held them in low esteem, and indeed

Fig. 82. Oedipus and the Sphinx, 1808 (W 60). Oil on canvas, 74^ x

56V in. (189 x 144 cm). Musee du Louvre, Paris

their names have more or less disappeared from his-

tory. He mentions only Jean-Pierre Granger and Joseph-

Denis Odevaere, whom he had known already in Paris.

Ingres's friendships were with architects and musi-

cians or with artists outside the Academie, such as the

landscape painters Thomas-Charles Naudet (fig. 89) and

Francois-Marius Granet (cat. no. 25), Frenchmen who

lived in Rome but pursued independent careers in the

large international artistic community there.

Ingres immediately absorbed himself in studying the

sites and monuments of ancient, Renaissance, and con-

temporary art, to which hundreds of sketches, now in the

Musee Ingres, are testimony. He lost no time in preparing

his envois, required student exercises in figure and history

painting, which were to be sent back to Paris for official

assessment. By 1808 Ingres was working on, and had per-

haps completed, four such paintings: a half-length male

academic study, eventually given to Granet {Study ofan

OldMan, W 52; Musee Granet, Aix-en-Provence); a reclin-

ing female nude (fig. 85); a seated nude woman seen from

the back, now known as the Bather of Valpincon (fig. 81);

and Oedipus and the Sphinx (fig. 82). Only the last two
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Fig. 83. Reclining Nude, ca. 1808. Graphite on paper, Fig. 84. Reclining Nude, ca. 1808. Graphite on two joined sheets of paper, jV x
5
7/
8
x 6"/ in. (15 x 16.6 cm). Musee Ingres, Montauban 6'/ in. (9.5 x 16.5 cm). Musee Ingres, Montauban (867.3068)

4

(867.3069)

Fig. 85. The Sleeper of

Naples, ca. 1808.

Graphite on paper,

4
7/£x8 7

^ in. (12.4 x

22.6 cm). Private

collection.

Fig. 86. Antonio Canova

(1757-1822). Pauline

Borghese as Venus

Victorious, 1804—8.

Marble, 1. 78V in.
4

(200 cm). Palazzo

Borghese, Rome
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Fig. 87. Madame Duvaucey, 1807 (W 48). Oil on canvas, 29"^ x 23 V in. (76 x 59 cm). Musee Conde, Chantilly
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were actually sent that year to Paris, where they were

mildly criticized for inconsistencies of drawing and light-

ing and for insufficient idealization. "One would wish that

he had been more imbued with the beautiful character of

antiquity and with the grand and noble style, which the

beautiful productions ofthe great masters during the finest

days of the Roman School should inspire," reported the

director of the Academie des Beaux-Arts in Paris.
10

If

Oedipus and the Sphinx is a personal variation on the well-

established academic theme of the historiated male nude,

the Bather of Valpingon is more remarkable for the fine

balance Ingres maintains between description and ideal-

ization, voluptuous presence and discretion. These ser-

pentine lines of female beauty would recur many times

throughout his long career, but in this of all his surviving

painted nudes, his own sensuality is most immanent.

This sensuous world, which Ingres apparently discov-

ered during his first few years in Rome, is also revealed in

drawings he made there of a favorite model (figs. 83, 84).

These studies culminated in the remarkably candid paint-

ing of a reclining nude known as The Sleeper ofNaples,

after its acquisition by Joachim Murat, king of Naples, in

1809 (fig. 85). This work was shown in November 1809

—

as "Donna nuda che dorme"—in an exhibition held in the

Campidoglio by an international committee of the artistic

community in Rome." The president of that committee,

Guillaume Guillon Lethiere, had become the director of

the Academie de France in October 1807. This exhibition

certainly had a political dimension, since the next year

Rome was proclaimed the second capital of the French

Empire. Murat's visit to the exhibition on November 14,

along with General Sextius-Alexandre-Francois Miollis,

the governor of Rome, was likely orchestrated to assert

the city's international artistic hegemony under French

rule. Ingres must have been overjoyed to engage the

interest of a patron as important as the brother-in-law of

the emperor, and even General Miollis came back to him

two years later with significant commissions. The 1809

exhibition also serves as a reminder that Rome was a truly

cosmopolitan artistic center: its committee included artists

from France, Italy, several German states, the Nether-

lands, Sweden, Denmark, Austria, and Russia, and these

were later joined by Spanish and Flemish artists in the

exhibition itself. Only the British were absent, isolated

from the Continent as they had been for over a decade by

war with Napoleon and his allies.

The two presiding geniuses of early-nineteenth-

century Rome were sculptors: Antonio Canova and a

younger artist from Denmark, Bertel Thorvaldsen (the

Fig. 88. Madame Duvaucey, ca. 1807. Graphite and black chalk on

paper, 11^ x 9^ in. (30.1 x 23.2 cm). Musee Ingres, Montauban

(867.240)

'

latter' s work featured prominently in the 1809 exhibi-

tion). Canova, whose talents were sought throughout

Europe, had been summoned to Paris in 1802 to make a

portrait of Bonaparte and was to be again in 1810, to por-

tray the new empress, Marie-Louise. Ingres was certainly

familiar with the artist's Pauline Borghese as Venus Victo-

rious (fig. 86), perhaps the most famous portrait com-

pleted in any medium in Rome in the early nineteenth

century. The languorous lines and delicately modeled

surfaces of this marble likeness of the sister of the

emperor—a celebrated beauty with a reputation for

amorous intrigue—cannot have been lost on Ingres.
12

The Roman critic Francesco Aurelio Visconti admired

The Sleeper ofNaples as well as two portraits, "imitating

the Flemish style," that Ingres exhibited at the Campi-

doglio in 1809. He praised the portraits for "a liveliness,

and a singular coloring, which although it retains a cer-

tain edge taken from life, still produces an attractive har-

mony." 13 While Ingres must have winced to hear his

portraits still being called "Flemish," it is of the greatest

interest to know that in Rome, as in Paris, they were

found to be singular in color and were admired for their

acuity of observation. Of Ingres's extant or recorded
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Fig. 89. Thomas-Charles Naudet, 1806 (N 42). Graphite on paper,

9
3
/^ x 6^ in. (23.8 x 17.5 cm). Museum of Art, Rhode Island School

ofDesign, Providence

portraits, the only two that he can have exhibited in 1809

are those of Granet (cat. no. 25) and Madame Duvaucey

(fig. 87), the mistress of the French ambassador to the

Holy See, Monsieur Alquier. Several preparatory draw-

ings for Madame Duvaucey's seductive portrait survive,

including an early one in which she sits in a rectilinear

chair (fig. 88). Yet Ingres ultimately softened the forms,

as he had in his image ofMadame Riviere (cat. no. 9), and

continued the curve of Madame Duvaucey's shoulder and

neck in the arched back of her chair. Dressed in soft, dark

velvet and encircled by her beige shawl, the dark-eyed

sitter confronts the viewer directly in this extraordinary

portrait, which is at once voluptuous and restrained.

The portrait of Granet, a warm testimony to the

friendship between the two artists, is no less attractive.

Granet himself exhibited five of his characteristic scenes

at the Campidoglio exhibition, works depicting cloisters,

catacombs, and members of the clergy going about their

devotions. The style of the landscape background in

Ingres's portrait of Granet, and especially the fluid,

watercolor-like application of paint in an area at the left,

suggests that it was painted by Granet himself. Thus, his

name inscribed on the sketchbook under his arm becomes

Fig. 90. Madame Lucien Bonaparte, 1815 (N 147). Graphite on

paper, 14
1/ x n'^ in. (37.8 x 29.5 cm). Musee Bonnat, Bayonne

a sort of signature, as well as a witty conceit when we

recall that the painter Francois Gerard once observed that

the artist "has all of Rome in his portfolio.'"4 Granet was

indeed a talented landscape painter, and dozens of his

open-air landscape studies painted in Rome are now in

the collection of the museum bearing his name in Aix-en-

Provence.
1

' It has sometimes been suggested that he also

painted the landscape backgrounds in Ingres's other

Roman portraits. Although Ingres did later develop a

studio practice, in which his pupils and assistants under-

took some of the more routine passages and accessories

in his paintings, there is no sound evidence—documen-

tary or visual—that he generally employed, or needed,

such assistance with his landscape backgrounds during

his first period in Rome. 16

Indeed, Ingres was in Rome at a time when all the pen-

sioners at the Academie were being encouraged to study

landscape. In October 1807 the outgoing director of the

Academie, Pierre-Adrien Paris (himself an accomplished

landscape draftsman and the owner of great landscape

drawings by Fragonard and Hubert Robert),' 7 wrote a

report to the minister of the interior in Paris, commenting

that "this country is one ofthe richest in diverse and piquant
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settings: the climate gives colors a vigor and a brilliance that

are unknown in northern countries . . . buildings and the

most majestic ruins mingle with the most beautiful spon-

taneous productions of Nature to fashion a landscape in

the grandest and noblest style.'"
8
Paris continues that

landscape painters should be encouraged at the Academie,

because "their example will inspire history painters to

develop landscape well enough so that they will not treat

it too much as an accessory when it enters into their com-

positions.'" 9 Working in such an atmosphere, Ingres may

very well have absorbed the example of his friend Granet.

Although the 1809 exhibition clearly revealed Ingres's

abilities to a larger audience, his clientele at this time

remained limited to the French community. The terms of

his stipend did not allow him to undertake outside work

of any ambition; for an extramural activity such as the

portrait of Madame Duvaucey, he must have obtained

special permission from Guillon Lethiere. However, he

did make a few portrait drawings, the first of his subjects

being his friend Naudet (fig. 89) and the young architect

Jean-Francois-Julien Menager (cat. no. 37), both ofwhom

he depicted in 1806. Among the artist friends and col-

leagues at the Academie whom he continued to draw

while in Rome was the Lethiere family (cat. nos. 52—55).

No doubt, it was Guillon Lethiere who introduced Ingres

to the emperor's brother Lucien Bonaparte, who had

been living in luxurious exile in Rome since 1804. In 1807

Lucien had asked Ingres to make drawings of antiquities,

but the young painter, newly arrived in Rome, consid-

ered this type of work beneath his dignity as an aspiring

history painter.
20 He nevertheless took special care over a

portrait drawing of Lucien (cat. no. 38); he also drew

Madame Bonaparte (fig. 90) and a brilliant group portrait

of the family (fig. 91).

Lucien Bonaparte is the first of Ingres's Roman portrait

drawings with a landscape setting, a feature that visitors

and longer-term residents alike welcomed as a souvenir

of their stay in the Eternal City. Here, Lucien is portrayed

as seated on a cinerarium in the Forum, with the Quirinal

hill and the Torre delle Milizie in the background. There

is no good reason to think that Ingres did not draw the

landscape himself, so consistent is its style and so seam-

less its continuity with the portrait; in fact, it is clearly

similar in style to the View of the Villa Medici, Rome

(fig. 79), which Ingres sent back to the Forestier family in

Paris. Of course, Ingres cannot be considered an assidu-

ous landscape draftsman: he did make a number of sketches

on his travels, but, seeing himself as a history painter, he

would have looked down on the less elevated genre.

Among the thousands ofdrawings of all kinds bequeathed

by Ingres to the museum in Montauban, there are several

groups of landscape drawings by other contemporary but

unidentified artists, which Ingres had collected in Rome.

In a few cases, he seems to have copied and adapted such

works for use as landscape backgrounds in his portrait

drawings (see cat. nos. 60, 62, 64).
21

November 1810 brought an end to Ingres's studentship

at the Academie. However, illness delayed the comple-

tion of his last student exercise, a large history painting

Jupiter and Thetis (fig. 92), which was not sent to Paris for

review until 181 1. It is hard to imagine that Ingres did not

expect the harsh criticisms this remarkable large-scale

work would receive from his superiors. Strongly influenced

by John Flaxman's outline engravings (see figs. 43, 46),

Fig. 91. The Family ofLucien

Bonaparte, 1815 (N 146). Graphite

on paper, 16 V
s
x 21 in. (41 x 53.2 cm).

Fogg Art Museum, Harvard Uni-

versity Art Museums, Cambridge,

Massachusetts'it: ®

t
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F'g- 92 - Jupiter and Thetis, 1S11 (W 72). Oil on canvas, 131 x 102V in. (327x260 cm). Musee Granet, Aix-en-Provence

Jupiter and Thetis was attacked for its lack of relief and

depth, its bold, unmodulated color, and the curious pro-

portions of its figures.
22 The artist surely would have

taken heart, however, if he had read the comments of the

great Danish connoisseur T. C. Bruun-Neergaard, who

most likely saw Jupiter and Thetis in Rome and who in

1811 wrote that Ingres "is very well trained and is incon-

testably one of the young painters who holds out the most

hope for the revival of the modern French school."23

However, the negative reaction of his less enlightened

104 ROME

professors north of the Alps may again have checked any

thoughts Ingres had of returning to Paris. Enamored as

he was with Rome, he decided to stay on beyond his stu-

dentship and moved out of the Academie's precincts into

rooms nearby on the Pincio.

Ingres was now free of academic responsibilities but

not of the necessity to earn his living. Seeking to develop

the contacts he had made from his appearance at the 1809

exhibition, he found his main patrons, perhaps inevitably,

in the community of senior French officials who had



Fig. 93. Charles-Joseph-Laurent Cordier, 1811 (W 78). Oil on canvas, 35^ x 25'/^ in. (90 x 60 cm). Musee du

Louvre, Paris

come to Italy to administer the second capital of the

Empire as well as other appropriated states on the penin-

sula. The most important of these for Ingres would prove

to be Charles Marcotte (Marcotte d'Argenteuil; see cat. no.

26), who was inspector general of forests and waterways

for Rome. Marcotte arrived in Rome in 1810—just at the

time Ingres was seeking patronage—and, wanting a por-

trait of himself to send home to his mother, was introduced

to Ingres by their mutual friend Edouard Gatteaux, an

engraver and student at the Academie. Formally dressed

and posed with nonchalant self-confidence, Marcotte is

presented in his portrait as a pillar of the French estab-

lishment, a somber and serious man intent on perform-

ing his duty to the Empire. With its plain background,

restrained palette, and powerful draftsmanship, this work

suggests a modern-day Renaissance courtier and is in fact

adapted from portraits by sixteenth-century masters such

as Jacopo da Pontormo and Agnolo Bronzino. 24
Ingres

and Marcotte were to develop a close friendship, one that

is reflected in their correspondence over many years.
2 '
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Through his family and professional connections, Mar-

cotte led Ingres to many of his portrait sitters in Rome,

including other French civil servants such as Joseph-

Antoine Moltedo (cat. no. 27), Charles-Joseph-Laurent

Cordier (fig. 93), and Baron de Montbreton de Norvins

(cat. no. 33); among those Marcotte introduced to Ingres

later in Paris were the composer Luigi Cherubini and

Madame Moitessier (see cat. nos. 119— 120, 133—144).

Even Ingres's second wife was related to the Marcottes.

Although Ingres was yearning to prove himself as a

history painter in Rome, his sitters must have been grate-

ful that he was driven by necessity to make a living as a

portrait painter and draftsman. His portraits during this

period, as epitomized by that of Cordier (fig. 93), a

thirty-four-year-old administrator in the land registry in

Rome, follow a well-established eighteenth-century pro-

totype. Its greatest practitioner was Pompeo Batoni, who

specialized in depictions of northern Europeans on the

grand tour, setting them in evocative landscapes of

famous sites and monuments in Rome or the Campagna.

Here, the storm-swept hills of Tivoli, its famous temple

caught in a flash of light, provide a dramatic setting for

the handsome Cordier. Casually leaning on a rock, the

sitter dominates the picture space, his head like an exotic

flower blooming from his white shirt and collar and sil-

houetted against the thundery sky.

Fortune finally smiled on Ingres when General Miollis

at last granted him the kinds of commissions that must

have featured in his most ambitious dreams. For his own

residence at the Villa Aldobrandini, Miollis requested a

Fig. 94. Virgil Recitingfrom "The Aeneid, " 1812 (W 83). Oil on can-

vas, I2i x 129 in. (304 x 323 cm). Musee des Augustins, Toulouse

large Poussinesque history painting, Virgil Reciting

from "The Aeneid" (fig. 94).
26

Anticipating a visit of the

emperor to Rome, Miollis in his official capacity also

commissioned two even larger history paintings

—

The

Dream of Ossian (fig. 95) and Romulus, Conqueror ofAcron

(fig. 96)—as part of a new decorative scheme for the

official residence, the Palazzo del Quirinale. In order to

provide Ingres with enough space to execute Romulus, a

large studio was set aside in the tribune of Santissima

Trinita dei Monti, a church much used by the French

community. A charming watercolor (fig. 97) shows the

little man, complete with violin and bow for moments of

musical diversion, tackling the big painting there. The

finished work, an impressive friezelike composition,

looks back to paintings by Domenichino and Raphael,

but even more so to The Intervention ofthe Sabine Women

by his old teacher David (fig. 42). Yet, for all the high

ideals that had been drummed into Ingres at the acade-

mies in Toulouse, Paris, and Rome, such commissions

were exceptions to the rule, for in reality there was little

demand for history paintings in the grand manner, even

in the city of Raphael and Michelangelo. In 18 13 Ingres

expressed hopes that he might triumph at the Salon in

Paris with Romulus and a selection of other works: "You

see, my dear sir, that Ingres can make his entry into the

world . .

.

," he wrote to Marcotte.
17 But he would still have

to wait a long time—until 1824—for this triumphal entry.

Such issues became all the more pressing because Ingres

married during this period. After he had broken with

Julie Forestier, he had had another failed relationship

—

with Laura Zoega, the daughter of a famous Danish

archaeologist—and then had become attracted to Adele

Nicaise-Lacroix, wife of Jean-Fran§ois Maizony de

Laureal, a senior official at the imperial court in Rome.

Adele saved an awkward situation by recommending a

cousin, a shopkeeper from Gueret named Madeleine

Chapelle (see cat. no. 36), who apparently bore a close

resemblance to her.
28
There was a brief courtship by cor-

respondence, during which Ingres sent Madeleine a por-

trait drawing ofhimself that she characterized, many years

later, as considerably flattering to the artist.
2
' Ingres's

epistolary accounts of himselfmust have been of the same

nature, because even before she met him, Madeleine

wrote to her sister in August 1813, "He is a painter. Not a

house painter, but a great history painter, a great talent. He

makes ten to twelve thousand livres a year; you can see

that with that there is no chance of starving. He is good-

natured, very sweet; he is not a drinker, nor a gambler,

nor a libertine; he has no faults to be afraid of; he promises
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to make me very happy, and I like to believe him." 3° On

that slender acquaintance, Madeleine came to Rome in

September, and the couple were married in December.

The Ingres household on the Via Gregoriana was

memorialized five years later in a small painting by a

friend of the couple, Jean Alaux (fig. 98). It seems to have

remained a happy union; even in the years of financial

penury to come in Rome, Ingres could write to his friend

Jean-Francois Gilibert in 1818, "I have joined my lot with

an excellent wife, who is my continual happiness. In her

very self she has brought me a real dowry, and our

household is, I venture to say, held up as an example. In

this respect, I am experiencing complete happiness." 5 '

Madeleine was economical and industrious—one of

Ingres's most charming drawings (cat. no. 96) shows her

sewing—and ever the supportive spouse. When the cou-

ple returned to Rome to run the Villa Medici years later,

she played admirably the role of director's wife and sur-

rogate mother to the students. Madeleine was not all

sweetness and light, however, and there are several

accounts of her mean-spirited and jealous behavior when

she and Ingres were staying with the sculptor Lorenzo

Bartolini in Florence in 1820 (see page 242). While her

petit bourgeois side came to the fore in the opulent

household of the worldly, successful bachelor, there was

also revealed a certain dogged loyalty to her much less

successful husband, who was, in her eyes and his own, at

least as deserving of recognition and material reward.

Madeleine often sat for Ingres, for portraits—both

painted (cat. no. 36) and drawn (cat. nos. 96, 108, 109,

118, figs. 131, 186)—and as a model, but she never posed

on a more extraordinary occasion than for the tender and

erotic painted study that is recorded only in a daguerreo-

type made many years later (fig. 99). Ingres probably

destroyed the original out of a sense of propriety in 1852,

when he married for a second time.

Needing now to increase his income, but not wishing

to paint more portraits than necessary, Ingres explored

ways of satisfying his ambitions to work in a more ele-

vated mode. He grew envious of the increasing success

his friend Granet had been enjoying, ever since the fate-

ful Salon of 1806, with his scenes of real and imaginary

cloisters and church interiors.'
2
It may thus have been in

a spirit of rivalry that Ingres painted his own church inte-

rior, The Sistine Chapel {fig. 100), showing a service being

conducted by Pope Pius VII. The work was completed in

1 8 14, the same year that Granet exhibited to great acclaim

in his Rome studio the first of a series of large-scale views

of the choir of the Capuchin church in Piazza Barberini. 33

Fig. 95. The Dream ofOssian, 1813 (W 87). Oil on canvas, 139 x

108'/ in. (348 x 275 cm). Musee Ingres, Montauban

Ingres's novel modern historical-genre painting, which

also contained diminutive portraits of the pope and many

officials of the Vatican Curia, had been commissioned by

his friend Marcotte. 34
Its miniature representations of

some of the great Renaissance frescoes in the chapel,

including part of Michelangelo's Last Judgment, suggest

that Ingres may have been counting on a little reflected

glory. He certainly hoped The Sistine Chapel would cre-

ate a sensation and draw crowds at the Paris Salon some-

day, and he imagined that his colleagues Gerard,

Anne-Louis Girodet, and even David would admire it

there. 3 ' He wished to prove to the "genristes"—mere

genre painters, such as he considered Granet to be—that

history painters could beat them at their own game: "I

too want to make a stir at the Salon. Having, besides, my

own great reasons for proving to the gentlemen genre

painters that supremacy over every genre belongs to his-

tory painters alone." 36 Perhaps Ingres was also recalling

David's comments, years before, on the historical genre

works of Pierre Revoil and Fleury Richard: "It is much

better to make good genre pictures than mediocre his-

tory paintings." 37



Fig. 96. Romulus, Conqueror ofAcron, 1812 (W 82). Oil on canvas, io&V
s
X 212 in. (276 x 530 cm). Musee du Louvre, Paris

Ever since Joachim Murat had acquired The Sleeper of

Naples in 1809, Ingres had had great expectations of

patronage from the king and queen of Naples. And

indeed in 18 13 they did commission the celebrated Grande

Odalisque (fig. 101), a sumptuous nude seen from the back,

as a pendant to the earlier frontal nude. Early in 1814,

Ingres spent a few months in Naples, where he painted

the portrait of the queen, Caroline Murat (cat. no. 34),

and began work on a group portrait of her family. For the

Murats he also pursued his idea of small anecdotal his-

torical genre paintings and produced The Betrothal of

Raphael (fig. 102) and Paolo and Francesca (fig. 103). These

subjects—and others such as Raphael and the Fornarina

(fig. 127), Henry IV Playing with His Children (W 113;

Musee du Petit Palais, Paris), The Death ofLeonardo da

Vinci (W 118; Musee du Petit Palais, Paris), and Don Pedro

of Toledo Kissing the Sword ofHenry IV (W 101, painted

for Marcotte; location unknown) drawn from medieval

and Renaissance literature and history—did indeed find

admirers, among them the comte de Blacas, the French

ambassador to Rome from 18 16 on, who became a valu-

able champion of Ingres. There was a growing taste for

such scenes, especially after the fall of Napoleon and the

restoration of the Bourbons in France, as people began to

feel nostalgia for the imagined stability of social and reli-

gious life in earlier times and for an old Europe before

kings were derided and beheaded by mobs. The ambas-

sador's interest and intervention were responsible for

Ingres's being commissioned in 1817 to paint the large

Roger Freeing Angelica (fig. 104) as part of a scheme for

the redecoration of Versailles for Louis XVIII.

The artist did manage to have several works, including

portraits, some historical genre scenes, the Grande Oda-

lisque, and Roger Freeing Angelica, variously exhibited at

the Salons of 1814 and 1819, but they were still neither

understood nor well received by Parisian critics. Again

the reviewers employed such terms as "bizarre . . .

Gothic . . . devoid of harmony . . . barbarous"
38 and, not

Fig. 97. Unidentified artist, Ingres Painting "Romulus, Conqueror of

Acron, " 1812. Pen and watercolor on paper, i8 3^ x 22 '/ in. (46.6 x

56.6 cm). Musee Bonnat, Bayonne
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Fig. 98. Jean Alaux (1786— 1864). The Ingres Studio in Rome, 1818. Oil on Fig. 99. Ingress "Reclining Nude (Madame Ingres), "1852.

canvas, 2i 7
/^ x i8'/£ in. (55.5 X46 cm). Musee Ingres, Montauban (50.545) Daguerreotype by Millet. Musee Ingres, Montauban

Fig. 100. The Sistine

Chapel, 1814 (W91).

Oil on canvas, 20 V x

36'^ in. (74. ; x

92.7 cm). National

Gallery of Art,

Washington, D.C.
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Fig. 102. The Betrothal ofRaphael, 1813-14 (W 85). Oil on canvas. Fig. 103. Paolo and Francesco, 1814 (W 100). Oil on wood, 13
3/

23 '/ x 18^ in. (59 x 46 cm). Walters Art Gallery, Baltimore n in. (35 x 28 cm). Musee Conde, Chantilly
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complimentarily, "original and mannered."' 9 Yet it is

clear how Ingres's works could have seemed archaic to

hostile Salon critics raised in the classical tradition, as

Roger Freeing Angelica did in 1 8 19. This radical image

does seem to owe as much to such Early Renaissance

masters as Paolo Uccello or Vittore Carpaccio as it does

to Ingres's master, David.

Ingres's fortunes in Italy remained tied to contempo-

rary politics, and his world of patronage began to col-

lapse in 181 5, with the murder of Murat and the fall of his

regime in Naples. The general disintegration of the

Napoleonic empire in 1814— 15 left Ingres somewhat

stranded in Rome, and he felt his parlous financial situa-

tion all the more keenly with Madeleine to support. Per-

sonal tragedy came, too, in 1814, when his father (whom

he had not seen for nearly a decade) died and Madeleine

gave birth to a stillborn son. During these difficult and

often penurious times, his deeply affectionate relation-

ship with Madeleine sustained them both.

Having honed his skills as a portrait draftsman on

images of his French compatriots, Ingres was able at least

to stay afloat by drawing portraits of the new postwar vis-

itors to Rome, notably the British—victorious, wealthy,

and starved of Mediterranean light for more than twenty

years. Thus, in the years 1815 to 18 18, his production of

portrait drawings increased considerably. Needless to

say, Ingres was not entirely happy as one swaggering

tourist after another beat a path to his door. "Is this

where the man who draws the little portraits lives?" they

would ask. "No," was the reply, "the man who lives here

is a painter!"
40

Ingres even received solicitations to go to

England, where he was assured he could make his fortune

by drawing portraits of the British.
4

' Despite Ingres's

resentment of these endeavors, the results stand among

the great portrait drawings in the history of art; they are

also marvelous, often witty documents of a particular

time, place, and social caste. Some of the finest
—

"very

nice, indeed," as they were termed 42—are illustrated in

this catalogue (cat. nos. 59, 60, 62, 64, 67). The accuracy

of the portrait drawings was evidently most appreciated:

the daughter of Mrs. Mackie (see cat. no. 60), for instance,

commented, "Dear Mama's likeness of Ingre [sic] finished

and very good." 4 ' These drawings were taken back home

by the British sitters, and most remained in family collec-

tions until the twentieth century; only one of them was

illustrated in a fundamental monograph on Ingres—the

portrait of Lord and Lady Bentinck (fig. 105), which

appeared in Henry Lapauze's work in 191 1.
44 Since they

have been rather a twentieth-century discovery, and

because it is relatively rare to have so many British sitters

portrayed by a French artist, the drawings are somewhat

artificially thought of as a distinct group. But as works of

art they can be integrated perfectly well with Ingres's

other portrait drawings, mostly of French sitters, made

in Rome.

In his last few years in Rome, after the fall of the

Empire, Ingres succeeded (if the word may be used at

all in light of his real aspirations) in painting only one
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Fig. 105. Lord William Henry Cavendish Bentinck and His Wife,

nee LadyMary Acheson, 18 16 (N 175). Graphite on paper, x

8 3/ in. (30.1 x 22.2 cm). Musee Bonnat, Bayonne

portrait. It is a modest work representing an artist friend,

the sculptor Jean-Pierre Cortot (W 105; Musee du Lou-

vre, Paris), painted in 181 5.

If Ingres's reputation, in Rome and Paris, was still

somewhat slight, and his dependence on a small group of

patrons somewhat precarious, he was at least able, in

1820, to conclude his long Roman sojourn with a major

history painting, Christ Giving the Keys to Saint Peter

(fig. 106), his first official commission in Rome since

the fall of the Empire. Ambassador de Blacas, already an

admirer of Ingres's small historical-genre pictures, was

having Santissima Trinita dei Monti restored at his per-

sonal expense, and the architect for the project was

Ingres's close friend Francois Mazois. With the advice of

Charles Thevenin, since 1 816 the director of the Academie

in Rome, Blacas intended to make the church "a sort of

sacred National Museum that would demonstrate to for-

eigners the perfection ofour school." 45 Another of Blacas'

s

aims was to encourage the pensioners of the Academie and

other talented French artists in Rome. Thevenin shared the

ambassador's admiration for Ingres, while realizing that his

was "an original talent, altogether off the beaten track."
46

Ingres rose to the occasion, and, in painting this large

work for an important public space, was no doubt fully

conscious that the subject had been treated before in

major works by Poussin and Raphael. To modern eyes,

the apostles in Ingres's painting display an exaggerated,

Raphaelesque idealism that suggests he knew the work

of German Nazarene artists in Rome such as Friedrich

Overbeck and Peter Cornelius. These artists, working

since 1810 in the secularized monastery of San Isidro

(not far from the Ingres household on the Pincio), were

studying Raphael and earlier Renaissance painters in an

attempt to capture the purity and unity of religious feel-

ing they attributed to the pre-Reformation world. Their

noble and often moving efforts did not always succeed in

bringing past modes of expression back to life, although

their heartfelt sincerity and historical revivalism can be

attractive to a postmodern sensibility. Ingres's Christ Giv-

ing the Keys to Saint Peter is notable for its stony-faced

apostles, strong colors, monumentally sculpted draperies,

and powerful sense ofhierarchy. Sympathetically received

by contemporaries in Rome,47 the work is in fact one of

the masterpieces of the religious revival that was taking

place both in Italy and in France after the period of secu-

larization during the Empire,48 and it remained a corner-

stone of such art for the rest of the century. Ingres was

exceptionally proud of this painting, and when he at last

achieved public recognition in 1824, he began a campaign

to have it brought to Paris. The ecclesiastical authorities

in Rome refused to release it for the Salon of 1827, but

years later it was handed over to the French state in

exchange for a copy, and it came to Paris in 1841—just as

Ingres, by now a pillar of the conservative establishment,

completed his term as director of the Academie de France

in Rome. Since Ingres reworked the painting at that

time,49 it is difficult to judge how it looked in 1820, but

in essence the effect was probably as overwhelming as it

is today.

Word ofthe critical success in Rome of Christ Giving the

Keys to Saint Peter was communicated to Paris in August

1820 by Thevenin, who took the opportunity to solicit

from the minister of the interior an official commission

for the now-deserving Ingres.
53 This was surely welcome

news to the painter, considering the poor critical recep-

tion his works had recently been accorded at the previous

year's Salon in Paris (see page 501). But even earlier in

the summer of 1820, the artist's old friend Gilibert,

now an influential public figure in Montauban, had been

negotiating independently on Ingres's behalf between

their native town and Paris, seeking financial support for
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Fig. 106. Christ Giving the Keys to Saint Peter, 1820 (W 132). Oil on canvas, 112 x 85^ in. (280 x 217 cm). Musee Ingres,

Montauban

the commisssion of an altarpiece for the cathedral of

Montauban. It is hard to imagine that Ingres was not

aware of these machinations, but their eventual confluence

in the commission to paint The Vow of Louis XIII (fig.

146) meant that his dream of returning to his homeland in

triumph seemed like a real possibility. In any case, Ingres

had had enough of Rome, where life had never been

easy for him. For several years there had been fewer

opportunities for French artists, and there was a lingering

resentment about the recent past of the French occupa-

tion and French cultural imperialism. Still contemplating

an eventual return to France, Ingres decided to acquaint
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himself better with Florence. 5 ' In 1818 he had been in

touch again after many years with Bartolini, his old com-

rade from David's studio, who was now enjoying fame

and fortune in that city. When Ingres and Madeleine paid

the sculptor a visit in June 18 19, Florence indeed seemed

an attractive, manageable alternative to Rome. And it

was, after all, nearer to Paris, which would have to be

Ingres's ultimate theater of success. In the summer of

1820 the Ingres household finally packed up in Rome and

headed off on the first stage of their journey north, leav-

ing behind a period that the artist had characterized as

"thirteen years of slavery."'
2

1. On the Villa Medici, see Lapauze 1924, vol. 2, pp. 1-29.

2. Lapauze 1910, pp. 58, 69-70.

3. For Ingres's correspondence with Pierre Forestier, see Boyer

d'Agen 1909, pp. 43-53.

4. "C'est un climat et une ville intarissables en beautes de tout

genre, en architecture pittoresque surtout et beaux effets."

Quoted in Lapauze 1910, pp. 69-70.

5. For the dating of Julie's copy, see the unpublished letter, dated

January 12, 1807, in the Fondation Custodia, Paris (inv.

1972.A.42): "I would even venture to ask Mademoiselle julie

something that I have not yet requested, to make a little copy of

my painted portrait, drawn or painted as she wishes, and small

in scale, and, of course, to do it when she has time and leisure."

("J'oserais encore prier mademoiselle julie, chose que je n'ai

pas encore demande de faire une petite copie de mon portrait

peint, comme elle voudra, dessine ou peint et au petit et cela,

bien entendu, quand elle aura le temps et a son aise.")

6. Georges Vigne (1995a, no. 3062) dates this drawing to 1817, but

the inscribed date, "187," could equally well be 1807; further-

more, the drawing can be compared with a similar view sent to

Julie Forestier in 1807 (see fig. 79).

7. "Je vais habiter une petite maison, au bout du jardin, oil je serai

seul et par consequent plus libre, ou j'ai une bien plus belle vue

qu'auparavant et, chose inappreciable, un bel atelier au nord."

Ingres to Pierre Forestier, December 25, 1806, quoted in

Lapauze 1911a, p. 76.

8. "Je vous demande a deux genoux, il m'est impossible de quitter

si tot un pays si merveilleux." Quoted in Lapauze 1910, p. 187.

9. The novel is published in Lapauze 1910.

10. "On desirerait qu'il se penetrat davantage du beau caractere de

l'antiquite et du style grand et noble que doivent inspirer les

belles productions des grands maitres des beaux temps de

l'Ecole Romaine." Quoted in Lapauze 1911a, pp. 96-97.

11. This exhibition has been studied in part by Elena di Majo and

Stefano Susinno in Rome 1989-90, pp. 3-23. I thank Dr.

Chiara Stefani for her transcription of parts of the 1809 exhibi-

tion catalogue (see Rome 1809); Ingres exhibited "58. Donna

nuda che dorme" and "59. Due ritratti sotto lo stesso no."

12. Canova worked only reluctantly for Bonaparte and his family,

for as an Italian patriot he resented their pillage of art in his

homeland. In 1814 he returned to Paris, this time to negotiate

the restitution of such looted works.

13. "imitanti lo stile flamingo"; "una vivacita, ed un colorito

singolare, che sebbene conservi un certo tagliente preso dal

vero, pure produce un accordo piacevole." Visconti 1809,

pp. 289-90. 1 thank Dr. Chiara Stefani for her transcription of

this material.

14. "a tout Rome dans son portefeuille." Gerard 1867, p. 95.

15. On Granet's Roman landscapes, see especially Neto-Daguerre

and Coutagne 1992.

16. For a fuller discussion of Ingres's landscape backgrounds, see

cat. no. 25; the strongest case for Granet's participation is made

in Toussaint 1990b, pp. 18-24. Georges Vigne also takes this

position in Vigne 1995b, p. 87, and in this catalogue, p. 526.

17. Paris bequeathed his collection to his native town, Besancon (most

of his own drawings are deposited in the Bibliotheque Munici-

pal there); for his collection in the Musee de Besancon, includ-

ing the drawings by Fragonard and Robert, see Cornillot 1957.

18. "ce pays est un des plus riches en sites varies et piquants: le climat

y donne a la couleur une vigueur et un eclat dont on n'a pas l'idee

dans les pays septentrionaux ... les fabriques et les mines les

plus majestueuses, se melent aux plus belles productions spon-

tanees de la nature pour composer le paysage du style le plus

grand et le plus noble." Quoted in Lapauze 1924, vol. 2, p. 78.

19. "leur exemple excitera les peintres d'histoire a se former assez

dans la partie du paysage, pour ne pas la traiter trop en acces-

soire, lorsqu'il entre dans leur composition." Ibid.

20. Lapauze 1911a, p. 97.

21. Georges Vigne has identified several different hands among the

landscape drawings at the Musee Ingres—see, for instance, his

so-called Master of the Little Dots (1995a, nos. 2814-2854) and

his Master of the Gardens of the Villa Medici (ibid., nos.

3015—3032)—and has returned to the theme more recently in

Montauban 1998. He has also suggested that a number of these

drawings were adapted by Ingres as backgrounds for the por-

trait drawings done in Rome; see pp. 526—28 in this catalogue.

For one drawing by Ingres in which the sitter himselfmay have

provided the prototype for a complex architectural perspective

in the background, see the portrait of the engineer Charles-

Francois Mallet (cat. no. 42).

22. Lapauze 1911a, p. 100.

23. "est tres-instruit et sans contredit un des jeunes peintres dont

on peut le plus esperer le renouvellement de l'Ecole franchise

moderne." Bruun-Neergaard 1811, quoted in Naef 1977-80,

vol. 1 (1977), p. 168.

24. For instance, Bronzino's Portrait of a Young Man (fig. 174),

which in Ingres's day was in the collection of Lucien Bonaparte

in Rome.

ROME



25. For the correspondence, see Ternois 1999; the letters them-

selves are kept at the Fondation Custodia, Paris.

26. This painting was, however, considerably reworked by Ingres

at a later date.

27. "Vous voyes mon cher monsieur que Ingres peut faire son

entree dans le monde. . .
." Ingres to Marcotte, July 18, 1813;

Ternois 1999, letter no. 2.

28. The resemblance is borne out by a comparison of Ingres's por-

trait drawings of the two cousins—among them N 97, 127, and

128 for Madeleine in 181 3 and 1814, and N 102-105, f°r Adele

during the same period. But the two women were obviously not

identical—their noses, for instance, differ in Ingres's drawings.

Georges Vigne's recent suggestion (in Montauban 1996—97,

no. 75) that N 102 and 103 represent Madeleine is not convincing.

29. Amaury-Duval 1993, p. 78.

30. "C'est un peintre. Non un peintre en batiment, mais c'est un

grand peintre d'histoire, un grand talent. 11 se fait de dix a douze

mille livres de rente; tu vois qu'avec cela on ne meurt pas de

faim. 11 est d'un bon caractere, tres doux; il n'est ni buveur, ni

joueur, ni libertin; il n'a pas de defauts a craindre; il promet de

me rendre bien heureuse, et j'aime a le croire." August 30, 1813,

in Boyer d'Agen 1909, pp. 18-19.

31. "J'ai uni mon sort a une excellente epouse, qui fait mon conti-

nuel bonheur. Elle m'a apporte une veritable dot en elle-meme

et notre menage est, j'ose le dire, cite en exemple. J'eprouve, de

ce cote, le bonheur le plus parfait." Ingres to Gilibert, July 7,

1818, in ibid., p. 35.

32. See, for instance, his comments in a letter to Gilibert dated

June 3, 1821, in ibid., pp. 74-75.

33. For this series, see Neto-Daguerre and Coutagne 1992,

pp. 139-57-

34. In an annotation to Ingres's letter to him of December 20, 1812,

Marcotte notes that he commissioned The Sistine Chapel; Ternois

1999, letter no. 1.

35. Ingres to Marcotte, May 26, 1814; ibid., letter no. 3.

36. "Je veux faire du bruit moi aussi au Salon. Ayant d'ailleurs

mes grandes raisons de prouver a messieurs les genristes que la

suprematie sur tous les genres appartient aux seuls peintres

d'histoire." Ingres to Marcotte, December 20, 1812; ibid., letter

no. 1.

37. "II vaut bien mieux faire de bons tableaux de genre que de

mediocres peintures d'histoire." Quoted in Delecluze 1855, p. 244.

38. "bizarre . . . gothique . . . sans harmonie . . . barbare." Gault de

Saint-Germain 1819, quoted in Lapauze 1911a, p. 196.

39. "original et maniere." Jal 1819, quoted in Lapauze 1911a, p. 198.

40. "Est-ce ici que demeure le dessinateur de petits portraits? Non,

celui qui demeure ici est un peintre!" Boyer d'Agen 1909, p. 26.

There are several versions of this story, including Blanc 1870,

p. 45, and Delaborde 1870, p. 36.

41. Delaborde 1870, p. 41; David d'Angers 1891, p. 45; and

Amaury-Duval 1993, pp. 53-54.

42. Blanc 1870, p. 45.

43. Quoted in Naef 1977—80, vol. 1 (1977), p. 18.

44. Lapauze 1911a, p. 158.

45. "une sorte de Museum National et sacre qui attesterait aux

etrangers le perfectionnement de notre ecole." Blacas to

Thevenin, January 2, 1817, quoted in Lapauze 1924, vol. 2,

p. 132.

46. "un talent original et tout a fait hors de la route battue." Quoted

in Lapauze 1911a, p. 192.

47. Ibid., p. 202.

48. On the Catholic revival and history painting in nineteenth-

century France, see Foucart 1987.

49. Georges Vigne's suggestion (1995b, p. 145) that Christ Giving the

Keys to Saint Peter owes more to Philippe de Champaigne than

to the Nazarenes is not convincing, neither visually nor given

the fully Roman context of this commission. The reworking of

1841, mentioned under Wildenstein 132 but deserving further

investigation, should perhaps be taken into consideration.

50. For Thevenin's recommendation, see Lapauze 1911a, pp. 205—6.

51. See Ingres's letter to Gilibert, July 7, 1818, in Boyer d'Agen

[9°9> PP-33-3 8 -

52. "treize ans d'esclavage." Ingres to Gilibert, June 1819, in ibid.,

p. 39.
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25. Franc^ois-Marius Granet

Oil on canvas

29% x 24% in. (74.5 x 63.2 cm)

Signed lower right: J. A. Ingres

Musee Granet, Aix-en-Provence

W5i

Fig. 107. Francois-Marius Granet Seated, 1812

(N 85). Graphite on paper, 11 x 8 3^ in. (28.1 x

21.4 cm). Musee Granet, Aix-en-Provence

Ingres would have first met Francois-

Marius Granet (1775-1849) in Paris, dur-

ing Granet's brief course of study in the

studio of Jacques-Louis David.
1

In 1798

Granet had been encouraged to come to

the capital by his childhood friend Comte

Auguste de Forbin (1777-1841), who had

already joined David's studio in 1797.

Forbin's family paid the expenses of

Granet's trip to Paris from his native Aix-

en-Provence. Forbin himself not only

helped Granet gain acceptance into David's

studio but also paid Granet's fees for his

first few months. The seventeen-year-old

Ingres had also entered David's studio

early in 1798; moreover, the two young

painters shared a provincial background in

southern France, which may in itself have

been a bond. After some months, how-

ever, Granet was forced to leave the studio

due to his inability to pay his fees. Never-

theless, by about 1800 the two young

painters were sharing work spaces in the

Couvent des Capucines, a convent secu-

larized during the Revolution and given

over to artists. Although their contempo-

rary Etienne Delecluze wrote that Ingres

kept himself apart from the other artists

there, Ingres and Granet cannot but have

continued their.acquaintance.
2

Thrown on his own resources, Granet

had to teach himself, and he made a mod-

est living copying works of art in the

Louvre. Granet did not aspire to history

painting in the grand manner as taught by

David: he was attracted by the realism of

the Dutch and Flemish genre painters of

the seventeenth century and named David

Teniers the Younger's Prodigal Son

(Musee du Louvre, Paris) as one of his

favorites. 3 Granet soon developed his own

specialty as a painter, depicting real and

imaginary medieval church interiors,

crypts, and cloisters. This interest in the

Middle Ages was shared by other David

pupils at this time, among them Fleury

Richard (1777— 1852) and Pierre Revoil

(1776— 1842). Their romantic nostalgia for

the France of remote times past was in part

inspired by the recent creation of the

Musee des Monuments Francais, which

housed the remains and contents of reli-

gious establishments sacked during the

Revolution. Granet first exhibited his

paintings of medieval church interiors at

the Salon in 1799 and 1800.

Fig. 108. Francois-Marius Granet (1775—1849),

The "Manica Lunga " ofthe Palago del Quirinale,

Rome, by 1809. Oil on paper, mounted on

canvas, SV
S
x iiV

g
in. (22 x 29 cm). Musee

Granet, Aix-en-Provence

Il6 CATALOGUE



i 806- i 8 2 o 117



Fig. 109. Thomas Lawrence (1769—1830). Arthur Atherly as an

Etonian, 1792. Oil on canvas, 50 x 40'^ in. (127 x 102 cm). Los

Angeles County Museum of Art

Fig. 110. Anne-Louis Girodet (1767—1824). Francois-Rene de

Chateaubriand, 1807—8. Oil on canvas, 47!/ x 37V in. (120 x

96 cm). Musee d'Histoire et du Pays Malouin, Saint-Malo

In 1802 Granet and Forbin departed for

Rome together, arriving in October.

There Granet was as enchanted by crypts

and subterranean churches as he was by

the picturesquely crumbling remains of

antiquity. He took rooms near Santissima

Trinita dei Monti, a church frequented

by the French community in the shadow

of the Villa Medici, the new seat of the

Academie de France in Rome. Granet

soon found a free studio in the adjacent

convent. Ingres, who had arrived in Rome

in October 1806 to study at the Academie,

would join Granet at the convent in 1810,

after his scholarship at the Villa Medici

expired. The two artists maintained studios

there until rents were imposed in 1814.

Once settled in Italy, Granet lost no

time in creating a market for his evocative

pictures of crypts, cloisters, and cata-

combs, and he also began to paint small

views ofRome and its ruins for the many

visitors to the Eternal City.4 In this he

was encouraged by the Belgian artist

Simon Denis (1755-1813), who had a

well-established practice painting real and

imaginary landscapes ofRome and its

environs. Granet also made quantities of

drawings, to the extent that Francois Gerard

could remark in 1 804 that Granet "has all

ofRome in his portfolio." 5 According to

his own memoirs, Granet made a brief trip

to Paris in 1805 with the intention of exhibit-

ing some works at the Salon; the paintings

were damaged in transit, however, so the

artist made no income on them. Despair-

ing of the trip back to Rome, Granet was

fortunate to join the escort of Cardinal

Fesch, Napoleon's ambassador to the Holy

See, who was just then returning to Italy.

Fesch became a protector of Granet,

acquiring a number of the artist's works

and taking his advice on building his

extensive art collection.
6

By the time Ingres arrived in Rome in

October 1806, Granet had secured a steady

livelihood and was again sending works

for exhibition at the Salon in Paris. Unlike

Ingres at the Salon of 1806, however,

Granet enjoyed considerable success: for

instance, the critic Pierre Chaussard, who

derided Ingres's works (see p. 500 and cat.

no. 10), wrote admiringly of Granet, "It

was from the burning sky of Italy that

Granet drew the warm and lively tone of

his paintings, the accuracy of his settings,

and the severity of his style."7 Yet there is

no reason to think the two friends were

not delighted to be reunited in Rome.

Years later Granet wrote to Ingres in the

most affectionate terms, recalling their

youth in Rome: "It is quite true that I'm in

that beautiful Rome, where we spent the

finest days of our lives."
8 They even

exhibited side by side in Rome in 1809,

when an international exhibition was

mounted on the Campidoglio.9 Granet

showed five characteristic works depicting

scenes of religious devotions, cloisters,

and catacombs.
10

Ingres exhibited A Nude

Woman Sleeping and two portraits; one of

the latter was likely the present portrait of

his friend Francois-Marius Granet.

Ingres has represented Granet at half

length, wearing a carrick, a heavy overcoat

with a short cape attached." The starched

collar of his white shirt flares past his side-

burns and is held in place by a generous
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black silk cravat. On the second finger of

his right hand he wears a gold ring set with

a large baroque pearl. A bound sketch-

book with the name GRANET (theN is

reversed) inscribed on the cover rests in

his arms. Standing at an elevated site with

a wall or parapet behind him, in the vicinity

of the Villa Medici and Santissima Trinita

dei Monti on the Pincio Hill, Granet turns

away from a view across rooftops to the

north front of the Palazzo del Quirinale,

the papal summer palace in Rome, which

was constructed and modified from the

sixteenth through the eighteenth centuries.

The dark sky and erratic light flickering

across the city and over Granet's hand-

some features induce a vivid feeling of

Rome on a heavy, thunderous day. By sil-

houetting Granet's head against the threat-

ening clouds, Ingres created an intense

yet engaging portrait, in whose directness

we can feel the strong bond of affection

between the two artists. This painting takes

its place among the great Romantic por-

traits of the early nineteenth century, such

as Anne-Louis Girodet's Francois-Rene

de Chateaubriand (fig. no) and Thomas

Lawrence's Arthur Atherly as an Etonian

(fig. 109), in which landscape and the ele-

ments help convey a sense of passion and

expansiveness of mind.

Fig. in. Francois-Marius Granet, 1809. Graphite

on tracing paper, 17x12',/ in. (43.4 x 32.2 cm).

Musee Ingres, Montauban (867.256)

In the background of Ingres's portrait,

the broad handling and subtle tonality of

the facades, rooftops, and occasional

breaks of foliage suggest the landscape

paintings of Granet himself. There has

been considerable discussion about the

authorship of the landscape background in

this portrait, along with those in Joseph-

Antoine Moltedo (cat. no. 27), Count Niko-

lai Dmitrievich Gouriev (cat. no. 86), and

Charles-Joseph-Laurent Cordier (fig. 93). It

was suggested as early as the nineteenth

century—by Cordier's daughter—that

Granet had painted the background of her

father's portrait.
12 On the basis of this sug-

gestion, Helene Toussaint proposed that

Granet painted the landscape backgrounds

in all four Italian portraits.' 1 Scholarly

opinion has been divided on this issue.'
4

Among Granet's numerous plein-air oil

studies at the Musee Granet, there is indeed

one that represents the "Manica Lunga"

of the Palazzo del Quirinale, Rome

(fig. 108)' 5 much as we see it in the right

background of Ingres's portrait. A close

comparison between the landscape sketch

and the background of the portrait shows

that the two views are executed in a very

similar technique, with thin, fluid paint

floated in places such as the hillside and

the long architectural structure over the

ground, like watercolor. This observation

belies Edgar Munhall's view that they are

different in touch.'
6
In general, the evidence

that Granet painted all these landscape

backgrounds, however, seems rather slim,

and the transition from figure to landscape

is seamless in each one. Ingres was a ver-

satile artist, and it is likely that he normally

painted his own landscape backgrounds,

adapting their manner to the overall con-

cept of the portraits. In Bonaparte as First

Consul (cat. no. 2) and Queen Caroline

Murat (cat. no. 34), for example, the style

differs according to the character and cir-

cumstances of the sitters. As Granet was

a distinguished landscape painter in his

own right, it is plausible that in this unique

case Ingres had his sitter supply the land-

scape setting of their beloved Rome. It is

an amusing conceit that would have been

appreciated by their circle, not least because

Granet could be said to have added his

own signature on the cover of the portfolio,

as confirmation of their collaboration.

That said, it would hardly be surprising if

Ingres modeled his own landscape back-

grounds in the portraits of Cordier and

Moltedo on Granet's example.' 7

Georges Vigne has persuasively

suggested that the painting of Francois-

Marius Granet should be dated to 1809.
18

A drawing in the Musee Ingres, Mont-

auban (fig. 1 11), made after the painting,

was signed and dated by Ingres, "Roma.

1809." Although this is not conclusive

proof that the painting also dates to that

year, consideration of the painting's posi-

tion in the manuscript lists that Ingres

compiled of his own works shows it to be

convincing.' 9 Moreover, Bernard Terlay

has drawn attention recently to a letter

written by Ingres to the director of the

Musee Granet in 1850, when he was trying

to locate the portrait of "my illustrious

friend Granet," in which he refers to "the

portrait I painted of him about 1809.

"

20

So far as we know, all of Ingres's Roman

painted portraits are documented, and only

two ofthem

—

Francois-Marius Granet and

Madame Duvaucey (fig. 87)—can date

before 1810; presumably, these are the two

he exhibited in 1809 on the Campidoglio.

In 1812 Ingres made a second portrait

drawing of Granet (fig. 107), depicting his

friend seated in an informal pose, palette

in hand, in front of an easel and canvas.

His gaze is no less intense than in the

painted portrait, but the context of the

scene as the artist pauses from his work,

shirt open at the neck, gives the drawing a

more informal air. Ingres made a copy of

it for Forbin, which is still with his descen-

dants (N 86). He also drew Forbin's por-

trait, facing the other way (N 87), and

perhaps considered these last two as pen-

dants. They were both engraved by

Marius Reinaud in 1812.

Ingres and Granet still had studios at

Santissima Trinita dei Monti when on

December 4, 1813, Granet witnessed his

friend's marriage to Madeleine Chapelle.

By this date Granet was enjoying consid-

erable success. An anecdotal historical

painting called The Painter Stella in Prison

in Rome (Pushkin Museum, Moscow) had

earned Granet considerable acclaim when

he exhibited it in 18 10 in his Rome studio,
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and again in 1811 at the Paris Salon; it was

acquired by Empress Josephine for the

imperial chateau of Malmaison. Among

his other patrons Granet numbered Cardi-

nal Fesch; the countess of Albany; and

Caroline Murat, queen of Naples (see cat.

no. 34). In 1812 he was nominated Painter

to the Queen of Naples. When Ingres

made a visit of his own to Naples early in

1814, he carried with him a painting

Granet had completed for the queen.

In this same year Granet painted the

first ofmany versions ofwhat was to

become his most popular and famous can-

vas, The Choir ofthe Capuchin Church in the

Piatfa Barberini. He painted a second ver-

sion in 1815, which he exhibited to acclaim

in his studio. Now that the occupying

Bonapartists had left Rome, Granet was

exposed to much wider international

attention and was presented by the French

ambassador Cortois de Pressigny (see cat.

no. 61) to such dignitaries as Pope Pius VII

and Charles IV of Spain. Following the

restoration of the Bourbons, Granet's old

friend Forbin was named director of the

Musees Royaux. He used this powerful

position to further Granet's interests in

Paris, securing for him good places to

exhibit his works at the Salon and acquir-

ing several works for the crown, including

Interior ofthe Church ofSan Benedetto,

near Subiaco (Salon of 1819; Musee Munic-

ipal d'Art et d'Histoire, Dreux). Granet

was protected by another of his—and

Ingres's—Roman acquaintances, the

vicomte de Senonnes (see cat. no. 35),

who as director general of the Musees

Royaux commissioned from Granet Saint

Louis Buying Back French Prisoners in

Damietta for the royal chateau of Fontaine-

bleau in 1 817.

Granet's success, however, began to

strain his friendship with Ingres. Ingres

struggled for recognition and did his best

to keep to the difficult high road of history

painting (while having to earn his living

making the portraits he despised), but he

increasingly resented what he perceived

as Granet's easy success through his appeal

to common taste for the low genres of

anecdotal historical scenes and touristic

views of Rome and its environs. In

December 1812 Ingres had hoped to beat
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Granet at his own game by triumphing at

the Salon with his own painting of a

church interior, The Sistine Chapel (fig. 100).

Writing to his patron Charles Marcotte

(see cat. no. 26), Ingres said, "I want to

make some noise at the Salon, too. Having,

moreover, my good reasons to prove to

those genre painters that supremacy over

all the genres belongs to historical painters

alone."
11

Ingres's resentment of Granet

came to a head in 1821, as he smarted from

the scant attention being paid to his Christ

Giving the Keys to Saint Peter (fig. 106), a

monumental altarpiece in the grand man-

ner recently unveiled in the church of

Santissima Trinita dei Monti. In Florence

Ingres was having an uncomfortable time

visiting his even more successful friend,

the sculptor Lorenzo Bartolini. Charged to

send his friend Jean-Francois Gilibert (see

cat. no. 5) a couple of Granet's drawings,

Ingres commented with bitter sarcasm that

Granet, "with all that talent, has earned him-

self a fortune and a European reputation."

He continued

Fashion and infatuation have loaded him

with goods and honors since he did a

painting of the Capuchins. . . . He is a

compound of selfishness and ambition

such that, with his Capuchins, he has

always pushed me aside in Rome, know-

ing full well, at least in the depths of his

soul, that my painting of Saint Peter is a

fine historical work and, consequently, of

greater quality than all the capuchins in

the world; that not only this painting, but

even its smallest component parts should

have won me a veritable medal of honor

and fortune. And yet, my bad luck is due

in part to him and to Forbin, because of

thepoca cura they took ofmy works at the

last Salon. They basely betrayed me.
22

However, the election of Ingres as a

corresponding member of the Academie

de France in 1823 and the success of The

Vow ofLouis XIII (fig. 146) at the Salon of

1824 heralded the resumption of friendly

relations. In 1830 Granet returned to Paris,

where he was honored with a chair at the

Institut de France. He held a succession of

official positions as curator at the Louvre,

at the Musee du Luxembourg, and at Ver-

sailles. Both Granet and Ingres were now

members of the establishment, as well as

the last representatives of the school of

David; as such, they had long lost any rep-

utation for originality or independence

they may have enjoyed in their earlier

Roman days. Granet's letters to Ingres,

during the latter's tenure as director of the

Academie in Rome from 1835 to 1841,

show Granet burdened with administra-

tive responsibilities in Paris and Versailles

and longing for Rome, his spiritual home.

In 1835 Granet arranged an exchange,

sending from Versailles to the museum in

Aix-en-Provence the large painting Jupiter

and Thetis (fig. 92), one of Ingres's most

radical works when he was a student in

Rome and acquired by the state only in

the previous year. The death of Granet's

friend and protector Forbin in 1841, fol-

lowed by the death in 1847 of Nena di

Pietro—a married woman who had been

Granet's companion since his early days

in Rome—plunged Granet into nostalgia

and melancholic reminiscence. His fasci-

nating Memoirs are the lasting product of

these final years, spent at his estate of

Le Barben (also known as Les Granettes)

near Aix-en-Provence. p . c

.
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1995b, p. 77, fig. 52; Roux 1996, pp. 10, 41, ill.

pp. 40, 41 (detail)
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26. Charles-Marie-Jean-Baptiste Marcotte

(Marcotte d'Argenteuil)

1S10

Oil on canvas

36%x 2.7%'in. (93.7 x 69.4 cm)

Signed lower right: Ingres, pinx. Rom. 1810

[Ingres painted (this in) Rome. 1810]

National Gallery ofArt, Washington, D.C.

Samuel H. Kress Collection 1952.2.24

W 69

Charles Marcotte, called Marcotte d'Argen-

teuil (1773—1864), who came from a line

of distinguished civil servants established

in the reign of Louis XV, was appointed

inspector general of forests and waterways
1

for Rome and the other French-occupied

Italian states in 1807. Before moving to

Rome in 1810, Marcotte set up administra-

tive offices in Genoa, Parma, and Tuscany.

He intended this portrait as a gift for his

mother and had considered giving the

commission to Ingres's friend Merry-Joseph

Blondel (see cat. no. 41), the history painter

who had won the Prix de Rome in 1803

and was in 1810 residing at the Academie

de France. At the home of Edme Bochet,

another Napoleonic official in Rome, who

was shortly to become Marcotte's brother-

in-law, Marcotte frequently met Edouard

Gatteaux, a sculptor and engraver of por-

trait medals. Gatteaux was a friend of

Ingres, whom he recommended to paint

Marcotte's portrait.
2

The occasion of this commission intro-

duced Ingres to a man who was to become

one of his most loyal supporters. Marcotte

soon recommended Ingres to his profes-

sional colleagues and to his relatives, initi-

ating lifelong relationships between the

artist, the Marcotte family, and their

acquaintances. 3 Immediately Ingres was

commissioned to paint the portrait of

Edme Bochet (cat. no. 30) and of Bochet'

s

sister Madame Panckoucke (fig. 117), com-

pleted in Rome in 1811. The Marcotte and

Bochet circle in Rome included other high

officials of the French occupation govern-

ment who were to be portrayed by Ingres,

including Joseph-Antoine Moltedo (cat.

no. 27), Charles-Joseph-Laurent Cordier

(fig. 93), Hippolyte-Francois Devillers

(cat. no. 31), and Jacques Marquet, baron

de Montbreton de Norvins (cat. no. 33).

Marcotte himself posed for two pencil

portraits in 181 1 (figs. 112, 113).
4

Charles Marcotte is shown standing

before a plain, gray-green background,

leaning with his left elbow on a table draped

with a red cloth. He is dressed in a heavy

blue carrick, with its cape and black velvet

collar, beneath which he wears a dark

brown coat. His crisp white shirt, black

cravat, and starched collar emerge from

the top of a bright yellow waistcoat. His

hair has a casually ruffled appearance. His

bicorne with a golden tassel lies on the

table beside him; his little finger is adorned

with a single, narrow ring;' from beneath

Fig. 112. Charles Marcotte, 1811 (N 65). Graphite

on paper, q
7/
%
x 7*/ in. (25 x 19.2 cm). Private

collection

Fig. 113. Charles Marcotte, 1811 (N 64).

Graphite on paper, 8^x6',/ in. (21.9 x

15.7 cm). Private collection
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his coat hang a golden watch fob and seals.

The crimson rosette of an officer of the

Legion of Honor was added later; Mar-

cotte received that decoration in 1836.

Marcotte looks down on the viewer

from above, giving him an air of distance

and formality. He seems both uneasy and

morose, his brow concentrated as if begin-

ning a disdainful frown. His small mouth is

turned down at the corners. The two pencil

drawings show the same features in differ-

ent views and confirm by their close corre-

spondence to the painting the unflattering

objectivity with which Ingres regarded the

strikingly individual and not particularly

attractive features of his friend. Henry

Lapauze found in Ingres's interpretation of

Marcotte's features a resemblance to those

ofIngres in his Self-Portrait of 1804 (see cat.

no. 11): "The face is no doubt lacking a

smile. But Ingres, painting his own portrait

at the age of twenty-four, did not depict

himself smiling, either. In M. Marcotte's

dark eyes, in the slight pout of his lips, in

the energy of his features and their willful

concentration, there is a certain something

that recalls the unsociable youth of Chan-

tilly."
7 Lapauze understandably admired

the somber color harmonies of this portrait
8

and, as Lorenz Eitner has observed, "It is

from the subdued opulence of its colors,

no less than from its tensely controlled

design, that the portrait derives its peculiar

expressive force."9 The restrained costume

and palette, and Marcotte's sallow com-

plexion and haughty mien, are suggestive

of Italian Renaissance portraiture of the

early sixteenth century,
10
and especially the

Florentine painters Jacopo Pontormo and

Agnolo Bronzino. Eitner has pointed to

Bronzino's Portrait ofa Young Man (fig.

174) as such a source: Ingres could have

known this very picture in Rome, in the

collection of Lucien Bonaparte, whose por-

trait he had drawn about 1807 (cat. no. 38)."

Letters sent by Ingres from Rome to

Marcotte in Paris, where the latter had

returned by 1814, indicate that Marcotte

had requested permission to have a change

made in the color of the costume. In the

first letter, Ingres consented to having the

proposed change carried out and observed

only, "all that needs to be done is to follow

the same folds, but in a different color."
12

In the second, he specified the area affected

by the change as the segment of Marcotte's

trousers visible beneath his coat and

between the folds of his overcoat, and

requested that Marcotte "ask someone to

glaze the trousers and repaint them with

the same folds.'" 3 Examination of this

small area has revealed that this glazing

and repainting was, in fact, carried out in

compliance with the wishes of Ingres's

fussy patron.'4

In these same letters, Ingres also gave

permission to have the portrait exhibited at

the forthcoming Salon of 1814. According

to the Salon catalogue he exhibited "No.

535. Several portraits.
'"

5 But from contem-

porary reviews it is apparent that only one

portrait was actually shown, and Daniel

Ternois has confirmed that it was the por-

trait under discussion.'
6 The two critics

who noticed it were not very flattering.

The one who signed himself "M." (Edme

Miel) spoke of it as "white, dry, and raw,

in keeping with the artist's usual system,'"
7

while the other, Jean-Baptiste Boutard,

advised the artist to desist from his archaiz-

ing affectations.'
8

In 1812 Marcotte had commissioned a

painting of the Sistine Chapel (fig. 100), a

rich evocation of traditional religious life

continuing in modern Rome. The painting,

completed early in 1814, was dispatched to

Marcotte in Paris. This work was impor-

tant to Ingres, as was his intention to exhibit

it at the Salon of 1814: it was his answer

to the scenes of church interiors for which

his friend Francois-Marius Granet (see cat.

no. 25) had been winning critical praise

and financial success for several years.

Ingres, who was still smarting from the

critical lashes he had received at the Salon

of i8of>, wanted desperately to make his

mark at the Salon of 1814 and hoped Mar-

cotte would use his influence to sec that his

works were well placed.
1

' At this time

Ingres also made a gift to Marcotte of one

of his first small historical genre scenes, Don

Pedro of Toledo Kissing the Sword ofHenry

IV(W ioi; location unknown).
20

But Marcotte did not like it, a fact which

Ingres asked him not to make public!
21

p.c.

t. Inspecteur-General des Eaux et Forets.

2. This story is told variously in Blanc 1870,

pp. 33-34; Delaborde 1870, pp. 254-55; and

Lapauze 1911a, p. 106. It is confirmed in a

note by Marcotte, on a letter addressed to

him by Ingres, dated December 20 [1812],

in Ternois 1999, letter no. 1. This portrait

has been thoroughly catalogued on two

occasions: in Eisler 1977, and in 1996 by

Lorenz Eitner, for his French Paintings

iSoo-iSSo, a forthcoming volume of the

Systematic Catalogue of the Collections of

the National Gallery of Art, Washington,

D.C.; The author is indebted to their

researches; the present entry has been

adapted from Eitner 1996.

3. On the Marcotte family, their circle, and

their continuing importance for Ingres, see

Naef 1958 ("Marcotte Family"); Naef

1977—80, vol. 2 (1978), pp. 503—33; and

Warrick 1996.

4. N 64, 65; There is a tracing ofN 64 in the

Musec Ingres, Montauban (Vigne 1995a,

no. 2717).

5. In Eisler 1977, p. 365, this is described as a

"mourning ring."

6. Lorenz Eitner (1996) observes that the

rosette must have been crushed into an oval

shape when it was forced through the but-

tonhole: a strikingly realistic touch. The

rosette identifies the wearer as holding the

superior rank of officer in the Legion of

Honor, while the ribbon is the mark of the

lower rank, that of chevalier. It is unlikely

that Marcotte had been received into the

Legion by [810. The two pencil portraits of

1811 still show him without ribbon or rosette.

In a third portrait, dated 1828 (N 308), he

wears the ribbon of a chevalier, and it is in

this rank that he is still listed in Gabet 1831,

p. 364. Marcotte's obituary notice (Vicaire

1864, pp. 100-105) mentions that he was

awarded the cross of a commander by Louis-

Philippe only in 1836, on the occasion of his

retirement from the Administration of Forests

and Waterways. It thus appears that the ro-

sette was added to the portrait no earlier than

1836. Such later insertions were not unusual

in Ingres's portrait practice. Charles-Joseph-

Laurent Cordier (fig. 93), for example, painted

in 181 1, shows the sitter wearing the ribbon

of the Legion of Honor that was awarded to

him only in 1841 (Paris 1985, p. 50).

7. "Ce visage, il y manque sans doute le sourire.

Mais Ingres, se peignant lui-meme a vingt-

quatre ans, ne se fit pas sourire non plus.

Il y a, dans les yeux fonces de M. Marcotte,

dans un peu de tnaussaderie a sa levre, dans

I'energie de ses traits et leur concentration

volontaire, on ne sait quoi de rappelant le

farouche jeune homme de Chantilly." Lapauze

1911a, pp. 107-10.
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8. Ibid., pp. 106-7.

9. Eitner 1996.

10. Colin Eisler (1977, pp. 365—66) thought

especially of portraits by Raphael, the painter

Ingres most admired.

11. Eitner also mentions that the Bronzino was

engraved in Fontana 1812.

12. "il n'y a qu'a suivre les memes plis, mais

d'une autre couleur." Ingres to Marcotte,

May 26, 1814, in Ternois 1999, letter no. 3.

13. "pries quelqu'un de glacer la culotte et

de la repeindre sur les memes plis." Ingres

to Marcotte, July 7, 1814, in ibid., letter

no. 4.

14. Eitner (1996) notes that when Geraldine van

Heemstra of the National Gallery's Painting

Conservation Department examined the area

in the painting mentioned by Ingres she

found that the original color of Marcotte's

breeches was a light, warm brown. Over this,

a dark brown glaze was applied, presumably

in the course of the color change requested

by Marcotte. Age cracks corresponding to

those on the original painting surface run

through this glaze, indicating its early date.

But abrasions in this old glaze apparently

prompted a further overpainting with dark

brown paint as part of a more recent restora-

tion treatment. Report dated March 20, 1996,

Curatorial Records and Files, National

Gallery of Art, Washington, D.C.

15. "No. 535. Plusieurs portraits."

16. Daniel Ternois to Lorenz Eitner, February 26,

1996, in Curatorial Records and Files,

National Gallery of Art, Washington, D.C.

The "Registre d'inscription des productions

des artistes vivants presentees a 1'Exposition,

Salon 1814," in the Archives du Musee du

Louvre, Paris, notes Marcotte's submission

of the portrait under number 27 (of 660

submissions) as "/ tableau Portrait de

Mr. Marcotte."

17. "blanc, sec et cru, suivant le systeme adopte

parl'auteur." Anon., February 15, 1815 (M.).

18. Boutard, November 11, 1814.

19. Ingres to Marcotte, July 7, 1814, in Ternois

1999, letter no. 4.

20. Marcotte's version of "my little painting of

Henry IV" ("mon petit tableau d'Henry 4"),

as Ingres called it in his letter of May 26, 1814

(in ibid., letter no. 3), is known only through

Achille Reveil's engraving (Wildenstein

1954, no. 101, fig. 129).

zi. Ibid.

Provenance: Charles-Marie-Jean-Baptiste

Marcotte (Marcotte d'Argenteuil; 1773-1864);

Joseph Marcotte, his son (1831-1893); his widow,

nee Paule Aguillon, until 1922; her daughter,

Mme Marcel Pougin de la Maisonneuve, nee

Elisabeth Marcotte, Paris, until 1939; private col-

lection, London; Wildenstein & Co., Inc., New
York; acquired from them by the Samuel H.

Kress Foundation, New York, 1949; the founda-

tion's gift to the National Gallery of Art, Wash-

ington, D.C, 1952

Exhibitions: Paris (Salon) 1814, no. 535;

Paris 1867, no. 440; Paris 1874, no. 871 (in the

Catalogue supplemental™ as Portrait de MfonsieurJ

Marcotte pere) [eb]; Paris 1911, no. 14; New York

1951, no. 31, ill.; Louisville, Fort Worth 1983-84,

no. 63

References: Magimel 1851, pi. 15; Vicaire

1864, pp. 100—105; Merson and Bellier de la

Chavignerie 1867, pp. 17, 104; Blanc 1870,

pp. 33-34, n. 1, pp. 38, 231; Delaborde 1870,

pp. 254-55, no. 139; Montrosier 1882, p. 12;

Lapauze 1901, pp. 235 ff.; Lapauze 1903, pp. 63-

64; Mommeja 1904, pp. 39, 68—69; Lapauze

1911a, pp. 102, 106-12, ill. p. 95; Frohlich-Bum

1924, p. 9, pi. 14; Hourticq 1928, pp. IV, 125, ill.

p. 25; Fouquet 1930, pp. 69—70; Pach 1939,

pp. 42—43, ill. p. 56; Alazard 1950, pp. 45—48;

Frankfurter 1951, p. 35; Washington 1951, p. 236,

no. 106; Soby 1952, p. 162, ill.; Wildenstein 1954,

no. 69, pi. 21; Naef 1958 ("Marcotte Family"),

pp. 339-42; Ternois 1959a, preceding no. 119;

Seymour 1961, pp. 195-96, ill.; Rosenblum

1967a, p. 82, pi. 14; Radius and Camesasca 1968,

no. 59, ill.; Eisler 1977, pp. 365—66, fig. 336;

Whiteley 1977, p. 38, fig. 21; Naef 1977—80,

vol. 2 (1978), pp. 503—4, fig. 1; Ternois 1980,

p. 46, ill. p. 71; Vigne 1995b, pp. 80, 327, 331,

fig. 53; Eitner 1996; Warrick 1996

27. Joseph-Antoine Moltedo

ca. 1810

Oil on canvas

2S
5/
S
x 22 7/

s
in. (yS.2x58.1 cm)

The Metropolitan Museum ofArt, New York

H. O. Havemeyer Collection, Bequest of

Mrs. H. O. Havemeyer, ig2g 2p.too.2j

Wji

Joseph-Antoine Moltedo (or Multedo, in

its Corsican form), born in 1775, was the

nephew of the better-known Joseph-

Andre-Antoine Moltedo (1751-1829), who

held many important positions as a high-

level public functionary during the Revo-

lution and Empire. Joseph-Antoine, also a

hautfonctionnaire, was for a time treasurer

of the army and from 1803 to 1814 inspec-

tor and director of the mail in Rome. An

entrepreneur as well, he owned a lead

mine in Tivoli and a fur-trading business

near Rome 1

and ran an import-export

business and a bank, which had its seat in

the Piazza Sant'Eustacio in Rome. He is

credited with the invention ofboth a fire

engine and a machine for spinning hemp.

Helene Toussaint observed that Ingres's

painting was cut at the bottom at a later

date, reducing the visibility ofwhat she

perceived as a rosary,
2
dangling from

Moltedo's left hand. This could allude to

another position of his, that of general

agent to the French clergy at the Holy

See. More likely, however, it is a ring.

The painting has a somewhat squat

appearance, not only attributable to the

shape of the sitter but also to the fact that
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Fig. 114. Francois-Marius Granet (1775—1849). The Colosseum, Rome, with a Cypress, by ca. 1810.

Oil on paper, mounted on canvas, SV
g
x io 7/

s
in. (21.3 x 27.6 cm). Musee Granet, Aix-en-Provence

it has indeed been trimmed on all sides at

an unknown date.

Moltedo was typical of Ingres's clientele

in Rome, a senior civil servant of the Empire

and a colleague of men such as Charles

Marcotte (cat. no. 26), Baron de Mont-

breton de Norvins (cat. no. 33), and Edme

Bochet (cat. no. 30), to name three others

whose images are included in this catalogue.

Every inch the successful administrator

and businessman, the portly Moltedo is

portrayed by Ingres with all the bluff con-

fidence the artist would later attribute to

the elder Louis-Francois Berlin (cat. no.

99). Moltedo is dressed in a leather over-

coat worn over a brown coat with notched

lapels, an elegant white shirt with high

collars secured with a white cravat, and a

white waistcoat with a standing collar.

Under his arm is a black beaver bicorne

decorated with a gold ornament and a

cockade. Set against a stormy sky, he is

flanked by a glimpse of the Roman Cam-

pagna on one side and the Colosseum on

the other. The landscape backdrop is very

much in the manner of Francois-Marius

Granet's Roman landscapes, cleverly

adapted by Ingres to give his portrait a

sense of specific time and place. We can

imagine the two young artists passing

daily in and out of each other's studios in

the convent of Santissima Trinita dei Monti.

In Granet's studio Ingres certainly saw his

friend's oil sketches made in and around

Rome, such as The Colosseum, Rome with

a Cypress (fig. 114), not necessarily a source

but a parallel for the background in Ingres's

portrait. The format and execution of this

likeness can be compared with Ingres's

depiction of Granet (cat. no. 25), which is

datable to 1809. Moltedo is usually, and

convincingly, dated to about 1810, as

suggested by the position of its listing in

Ingres's notebooks. 3 p . c

.

1. The sitter was identified by Georges Oberti

(1954, p. 6). The biographical information in

this entry is derived from that work.

2. Toussaint (1990b, pp. 22, 24, no. 9) suggests

the motivation was to reduce the rosary in

order to make the painting more salable and

proposes the painting lost about 15 centime-

ters in height and about 12 centimeters in

width. A recent examination of the painting

confirms that it has been cut on all sides.

3. Notebook IX, fol. 124, Notebook X, fol. 23;

See Vigne 1995b, pp. 324, 327, 331.

Provenance: Probably the Moltedo family,

Corsica; Theodore Duret, Paris, until 1916; pur-

chased from him by Louisine Havemeyer (1855-

1929), New York, by 1916; her bequest to The

Metropolitan Museum of Art, New York, 1929

Exhibitions: New York 1926, no. 21, as

Portrait ofChevalierX (lent anonymously);

New York 1930 [eb]; San Francisco 1939—40,

no. L-129, as Portrait ofa Gentleman [eb]; New
York 1941b, no. 21; Seattle 1951; Paris 1967—68,

no. 50; Boston 1970, p. 73, ill.; Saint Petersburg,

Moscow 1975, no. 55; New York 1988—89; New
York 1993, no. A330, ill.

References: Silvestre 1856, p. 34; Delaborde

1870, no. 138, as Maltedo; Mommeja 1904, p. 40;

Benedite 1908, p. 164; Lapauze 1911a, pp. 102-3;

Cortissoz 1930, pp. 201, 203—4, ill.; Mather 1930,

p. 470, ill. p. 482; Pach 1939, pp. 43-44, ill. opp.

p. 38; Tietze 1939, p. 327, ill.; Oberti 1954, p. 6,

ill.; Rousseau 1954, p. 44, ill; Wildenstein 1954,

no. 71, pi. 22; Havemeyer Collection 1958, p. 27,

no. 154, ill.; Sterling and Salinger 1966, pp. 6—7,

ill.; Metken 1967, p. 1283; Radius and Camesasca

1968, no. 61, ill.; Paris, Detroit, New York 1974—

75, p. 492; New York 1975, p. 497; Rizzoni and

Minervino 1976, ill. p. 43; Baetjer 1980, vol. 1,

p. 89, vol. 3, ill. p. 544; Ternois 1980, pp. 24, 46,

72, 175, no. 69, ill.; Weitzenhoffer 1986, pp. 238—

39, 255, ill.; Toussaint 1990b, pp. 22, 24, no. 9;

Zanni 1990, no. 34; Baetjer 1995, p. 399, ill.;

Vigne 1995b, p. 87, fig. 60; Roux 1996,

pp. 26-27, 48, ill. p. 49
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28. Jean-Baptiste Desdeban

ca. tSio

Oil on canvas

24
3^x 19 %in. (63x49 cm)

Musee des Beaux-Arts et d'Arche'ologie,

Besangon 896. 1.166

Wjo

Jean-Baptiste Desdeban (1781—1833)

trained as an architect in Paris with Charles

Percier and Laurent Vaudoyer. He won

the Prix de Rome in 1806 and, although he

did not begin to receive his scholarship to

attend the Academie de France in Rome

until 1809, he traveled to Rome in 1806,

the same year as Ingres. Little seems to

be recorded of Desdeban's relatively brief

career, and his name has been remembered

mainly thanks to the fact that Ingres painted

this likeness. From its position in Ingres's

list of his own works in his Notebook X, it

must date from about 1810-11.'

The free execution and lack of finish of

this portrait suggest that it was an informal

work, painted more out of friendship than

as a commission. The canvas is primed in a

traditional way with a red ground, which

is still visible throughout the picture. The

fine modeling of Desdeban's face and his

brushily executed white shirt make dra-

matic contrasts with the dark ground and

the black sketched-in outlines. The shal-

low pictorial space and the strict profile

view of the sitter's head recall some of the

painted academic studies Ingres executed

in David's studio (see, for example, fig. 44)

and as part of his required student exercises

Fig. 115. Andre-Marie Chatitton, 1810 (N 58).

Graphite on paper, 8 7^ x 6'/ in. (22.4 x

16.5 cm). Baltimore Museum of Art

in Rome (such as Seated Man, about 1808,

Musee Granet, Aix-en-Provence). The

profile view also evokes several drawings

Ingres made early in his first Roman

sojourn, and it is especially similar in con-

cept to his portrait Andre-Marie Chatillon

(fig. 115), drawn in 1810.
2

The artist seems to have given this

unusual portrait not to the sitter but to a

mutual friend in Rome, the sculptor Paul

Lemoyne, probably before Ingres left

Rome for Florence in 1819. The painter

Hippolyte Flandrin visited the octogenar-

ian Lemoyne in January 1864:

He showed me many works left to him by

the artists who had spent time in Rome at

various periods . . . but especially a portrait

by M. Ingres, ofDebedan [sic], an architect

of his day. Most of the portrait is merely

sketched in, but the face is finished, and it

has an incomparable delicacy, suppleness,

and beauty, ah! I'm sure M. Ingres would

be pleased to see it again, and he will be

able to since M. Lemoyne is thinking of

sending the canvas to Paris, with all the

other works of art he owns.'

It was indeed sold by Lemoyne in Paris in

1865
4 and acquired by the painter Jean

Gigoux, along with Ingres's portrait of

Paul Lemoyne (cat. no. 29). Gigoux later

recalled a visit the aged Ingres made to his

lodgings on the quai Voltaire in Paris to

see the two portraits; on seeing Desdeban,

'"Ah! it's Debedau [sic],' he cried; 'Flan-

drin went to see it every day in Rome. It's

the best thing I ever did!'" 5 Flandrin had

entered Ingres's studio in Paris in 1829

and, after going to Rome to study at the

Academie de France in 1833, saw Ingres

again in 1835, when the latter returned to

Rome as the Academie's director. From

Gigoux's account of his interview with

Ingres, it seems Flandrin was already able

to see the portrait in Lemoyne's possession

in Rome, even though he does not men-

tion until 1864 that he did so. p . c

.

1. Fol. 23. See Vigne 1995b, pp. 327, 332.

2. Naef 1977—80, vol. 4 (1977), pp. 110—n,

no. 58, ill.

3. "11 m'a montre beaucoup des choses que lui

ont laisses les artistes qui ont sejourne a Rome,
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a diverses epoques . . . mais surtout un portrait

fait par M. Ingres, de Debedan [sic], un archi-

tecte de son temps. L'ensemble de ce portrait

n'est qu'ebauche, mais le masque est fini, et il a

une finesse, une souplesse, une beaute incom-

parables; ah! je crois que M. Ingres aurait

plaisir a revoir cela, et la chose sera possible,

car M. Lemoyne pense a envoyer cette toile a

Paris avec tous les autres ouvrages d'art qu'il

possede." Hippolyte Flandrin to Paul Flan-

drin, January 28, 1864, quoted in Delaborde

1865, p. 471.

4. Catalogue d'une interessante collection de

tableaux, esquisses et dessins, composeepour la

plus grande partie de souvenirs des grandsprix

de Rome offerts a M. P. L. residant a Rome

depuis longtemps, sale cat., Hotel Drouot,

Paris, April 3, 1865, no. 66.

5. "Ah! c'est Debedau [sic], s'ecria-t-il; Flan-

drin allait le voir tous les jours, a Rome.

C'est ce que j'ai fait de mieux!" Gigoux 1885,

p. 84.

Provenance: Given by the artist to the

sculptor Paul Lemoyne (1783—1873); his sale,

Hotel Drouot, Paris, April 3, 1865, no. 66; pur-

chased at that sale by Jean Gigoux; his bequest to

the city of Besancon, 1894; deposited at the Musee

des Beaux-Arts et d'Archeologie, Besancon

Exhibitions: Paris 1867, no. 437; Paris 1883,

no. 143, as Todeban [sic], architecte [eb]; Paris

1 91 1, no. 13; Basel 1921, no. 101, ?&L'Architect

Dedeban [sic], [eb]; London 1932, no. 339; Paris

1933b, no. 49; Paris 1937, no. 348; Amsterdam

1938, no. 133, cover ill.; Buenos Aires, 1939a,

no. 75; Montevideo 1939, no. 57 [eb]; Springfield,

New York 1939—40, no. 18 [eb]; Rio de Janeiro

1940, no. 55 [eb]; San Francisco 1940—41, no. 57

[eb]; New York 1941a, no. 71; Portland 1941,

no. 55 [eb]; San Francisco 1941-42, no. 57 [eb];

Brussels 1947, no. 21, ill.; Paris 1952c, no. 44a,

ill.; New York, Manchester, Detroit, Cincinnati,

Cleveland, San Francisco 1952—53, no. 16; Tou-

louse, Montauban 1955, no. 115; Paris 1957c,

no. 71, fig. XXIII; Munich 1964, no. 145, ill.;

Montauban 1967, pp. 49-50, no. 39; Paris

1967—68, no. 41, ill.; Rome 1968, no. 21, ill.;

Montauban 1980; Louisville, Fort Worth

1983-84, no. 58, ill.

References: Blanc 1870, p. 234; Delaborde

1870, no. 117, as Dedeban [sic], architecte; Gigoux

1885, p. 84; Mommeja 1904, pp. 68-69; Wyzewa

1907, p. 11, fig. VII (painted about 1806); Lapauze

1911a, pp. 102-3, 162-64, ill. p. 99; Magnin 1919,

pp. 59, 240, fig. 26; Hourticq 1928, ill. p. 26

(painted in 1810); Chudant 1929, no. 154; French

Art 1933, no. 410; Pach 1939, ill. opp. p. 54;

Malingue 1943, p. 123, ill. p. 33; Alain 1949,

p. [17]; Roger-Marx 1949, fig. 13; Scheffler 1949,

fig. 13; Alazard 1950, pp. 45, 145, n. 35; Wilden-

stein 1954, no. 70. fig. 44; Cambridge (Mass.)

1967, under no. 48; Radius and Camesasca 1968,

no. 60, ill.; Le Normand 1977, p. 32; Zanni 1990,

p. 47, fig. 33; Fleckner 1995, pp. 84—87, fig. 24;

Vigne 1995b, p. 80, fig. 54

ca. 1810— 11

Oil on canvas

18% x I3
3^in. (46X j5 cm)

The Nelson-Atkins Museum ofArt, Kansas City,

Missouri

Purchase: Nelson Trust 32S4
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29. Paul Lemoyne

Traditionally this portrait has been dated

to about 1817—20. But Ingres probably

painted it in about 18 10 or 181 1, when the

sculptor Paul Lemoyne arrived in Rome.'

Its style is much more consistent with the

earlier date, and it is difficult to imagine

Ingres continuing to paint in so free a

manner toward the close of his first Roman

period. The portrait is broad and sketchy

in handling and comparable with only one

other informal portrait painted by Ingres,

one executed in 1 810 depicting the archi-

tect Jean-Baptiste Desdeban (cat. no. 28).

The informality ofPaulLemoyne suggests

it was done out of friendship, and indeed

Lemoyne was its first owner; the sketchy

portrait of Desdeban was also a gift from

Ingres to Lemoyne, most likely at the

same time.

Lemoyne is presented close to the spec-

tator, his features and clothing boldly

brushed in, with dramatic contrasts of

light and shade and shadowed eyes that

convey a sense of mystery. The back-

ground is dark, with the paint scumbled

on, reminiscent of the life studies Ingres

had painted in David's studio barely a

decade before (see fig. 44). Lemoyne is

informally dressed—even disheveled

—

his shirt open, and without a necktie. A
cape or overcoat is slung casually across his

shoulders. He might be a partially dressed

version of Francois-Marius Granet, another

artist friend, in Ingres's more finished and

r

Fig. 116. PaulLemoyne, 1841 (N 379). Graphite

on paper, 9'/ x 7 in. (23.6 x 17.8 cm). Musee

Grobet-Labadie, Marseilles
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formal portrait of 1809 (cat. no. 25). The

sitter's dishevelment belongs also to a pic-

torial tradition, well established since the

eighteenth century,
2
signifying the unfet-

tered genius of the creative artist.

Lemoyne was born in Paris in 1783;

his father was a master goldsmith, and

his godfather (a paternal uncle) was an

architect. Paul trained in Paris in the

early 1 800s and made three unsuccessful

attempts, in 1807, 1808, and 1809, to win

the Prix de Rome. It may have been the

antiquarian and art theorist Antoine-

Chrysostome Quatremere de Quincy who

encouraged Lemoyne eventually to make

the trip to Rome at his own expense;

Quatremere provided an introduction to

Antonio Canova, the leading sculptor in

Rome at that time. Correspondence

between Quatremere and Canova in 1810

and 181 1 contains admiring references to

Lemoyne. 3 According to Lemoyne him-

self, he had an unusually close and friendly

relationship with the great Italian sculptor,

who generally kept himself aloof from the

French, whom he understandably resented

as a foreign occupying force in Rome. 4

But he admired the candor of Lemoyne's

manner and opinions. Something of the

liveliness of Lemoyne's self-expression is

captured in a letter, written some years

after Ingres's portrait, to the painter Granet,

in which Lemoyne complains about the

jealousy that soured the friendship of

Ingres and the Italian sculptor Lorenzo

Bartolini in Florence in 1821-22, and

which he attributes in large part to

Madeleine Ingres:

I've definitively broken with him, or

rather with his wife. She's a vile hussy, a

viper of the worst kind. But I hope she

won't carry into heaven the wicked acts

ofwhich in my eyes she's guilty. I fought

for a long time before breaking off rela-

tions, and at this point I don't even speak

to her when I happen to run into her at

someone's home. As for Ingres, I admire

his talent, but I'd doffmy hat more read-

ily to his works than to the man himself.

He is presently at daggers drawn with

Bartolini. Both of them have gotten only

what they deserve. 5

Lemoyne frequented the Academie

de France in Rome at the Villa Medici,

although he was not one of its official pen-

sioners. But he had close connections with

the French administrative and diplomatic

community. Lemoyne was one of the

young artists invited to contribute to the

embellishment of the French church of

Santissima Trinita dei Monti, a project

sponsored by Comte Pierre de Blacas, the

French ambassador to Rome: among his

collaborators were the architect Francois

Mazois, who supervised the architectural

restoration works, and Ingres, who painted

the altarpiece Christ Giving the Keys to

Saint Peter (fig. 106). Lemoyne executed a

plaster group of the Virgin and Child

(location unknown). But this project was

not brought to completion before Blacas

was called back to Paris in 1822.

Lemoyne established a successful sculp-

tural practice in Rome, receiving a number

of commissions there and elsewhere in

Italy, and executing works for the numer-

ous foreign visitors, whom he called "vis-

iting swallows."
6
But his main circle

remained that of French artists, especially

those connected with the Academie, and

other French officials and visitors. He

benefited from the support of Auguste de

Forbin, director of the Musees Royaux, and

exhibited regularly at the Salon in Paris

from 1814 through the 1830s. Lemoyne also

enjoyed the protection of several ambas-

sadors after Blacas, including Francois-

Rene de Chateaubriand, who initiated the

idea of erecting a monument to Poussin in

San Luigi dei Francesi in 1828, a project

coordinated by Lemoyne and completed

in 1837. For the ambassador Septime

La Tour-Maubourg, Lemoyne designed a

monument to Claude Lorrain (completed

in 1840) and, on the diplomat's untimely

death in 1837, he conceived a monument

for him, also installed in San Luigi dei

Francesi. In this same church Lemoyne

erected monuments to his friends Pierre-

Narcisse Guerin, who died while serving

as director of the Academie in Rome in

1833, and the landscape painter Nicolas-

Didier Boguet, who died in 1839.

When Ingres returned to Rome as

director of the Academie in 1835, the two

men and their wives reestablished their

friendship, and Ingres made a portrait

drawing of Lemoyne (fig. 116).
7 To cele-

brate a return visit to Rome of their

mutual friend Victor Schnetz, Lemoyne

threw a riotous party, which was not

entirely appreciated by the stuffy Ingres

couple. The painter Ernest Hebert recalled

M. and Mme. Ingres seated next to each

other, silent and impassive like statues

in the midst of that false gaiety But

M. Lemoyne, seeking to pull us away

from our worrisome group, urged us with

charming joviality to take our places at

the gaming tables and to do honor to the

refreshments that the old domestics,

themselves looking rather stunned,

offered us with embarrassed faces.
8

Lemoyne assembled an art collection

—

which we know from the catalogue of its

auction in Paris in 186; 9—for the most

part, according to Hippolyte Flandrin,
10

made up of gifts from the several genera-

tions of French artists who had passed

through Rome and enjoyed Lemoyne's

hospitality and guidance. It included this

portrait painted by Ingres and Ingres's

portrait of Jean-Baptiste Desdeban, men-

tioned above. Ingres was incensed when

he heard from the painter Jean Gigoux,

the new owner of his portrait of Paul

Lemoyne, that it had been sold: "The

wretched man has sold himself!" Ingres

cried." The octogenarian Lemoyne may

have put his art collection up for sale

because he was preparing to move back

to France, to stay with a goddaughter in

Bordeaux. He died there in 1873.

p.c.

1. On Lemoyne, see Le Normand 1977,

pp. 27—41; on pp. 27, 36, n. 2, Le Normand

establishes that Lemoyne arrived in Rome

in 1810 or 1811. Delaborde (1870, p. 254,

no. 136) dated Ingres's portrait "vers 1819";

but "Lemoyne" and "Dedeban" [sic] are

listed consecutively in Ingres's Notebook X,

fol. 23, in the same grouping as "moltedo./

cordier/de norvins." Vigne 1995b, p. 327.

Vigne (ibid., p. 332) still dates PaulLemoyne

to "c. 1819," in spite of its juxtaposition in

Ingres's notebook to the portrait of Desdeban,

which he dates "1810." See also the biography

in Naef 1977-80, vol. 3 (1979), pp. 301— II.

2. For a similar example of such informal artis-

tic dress, see Marie-Louise-Elisabeth Vigee-

Lebrun's 1788 portrait of Hubert Robert

(Musee du Louvre, Paris), although this was

a more finished picture, intended for presen-

tation to the Academie des Beaux-Arts.
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3. Le Normand 1977, pp. 28, 36, n. 15, p. 37,

n. 16.

4. See ibid., pp. 28, 37, n. 17.

5. "J'ai rompu definitivemem avec lui, ou plutot

avec sa femme. C'est une coquine infame,

une vipere de la plus grosse espece. Mais

j'espere qu'elle ne portera pas en paradis les

traits de noirceur dont elle s'est rendue cou-

pable a mon egard. J'ai bataille longtemps

avant que de rompre, et maintenant je ne la

salue meme pas dans les maisons ou j'ai l'occa-

sion de la voir. Quant a Ingres, j'estime en

lui le talent, mais j'oterais plus volontiers

mon chapeau devant ses ouvrages que devant

lui. 11 est presentement a couteau tire avec

Bartolini. lis n'om, 1'un et l'autre, que ce

qu'ils meritent." Lemoyne to Granet, dated

December 22, 1822, in Neto 1995, p. 109.

6. "hyrondelles visiteuses."

7. Naef 1977-80, vol. 5 (1980), pp. 246-47,

no. 379, ill.

8. "M. et Mme Ingres assis l'un pres de l'autre,

silencieux et impassibles comme des statues

au milieu de cette fausse gai'ete. . . . Mais

M. Lemoyne, cherchant a nous tirer de notre

groupe inquietant, nous pressait avec une

jovialite charmame de prendre place aux

tables de jeu et de faire honneur aux

rafratchissements que les vieux domestiques,

un peu ahuris eux-memes, nous presentaient

avec des mines embarrassees." Hebert

quoted in Le Normand 1977, p. 32.

9. Catalogue d'une interessante collection de

tableaux, esquisses et dessins, composeepour la

plus grande partie de souvenirs des grandsprix

de Rome offerts a M. P. L. resident a Rome

depuis longtemps, sale cat., Hotel Drouot,

Paris, April 3, 1865.

10. Delaborde 1865, p. 171.

11. "Le malheureux s'est vendu lui-meme!" The

portraits of Lemoyne and Desdeban were

both purchased at the 1865 sale by the painter

Jean Gigoux, who told the story of Ingres's

angry reaction in Gigoux 1885, pp. 84-85.

Provenance: Paul Lemoyne (1783— 1873);

his sale, Hotel Drouot, Paris, April 3, 1865,

no. 32; purchased at that sale by Jean Gigoux;

P.-A. Cheramy; Cheramy sale, Paris, May 5-7,

1908, no. 212; Henri Haro; his sale, Hotel Drouot,

Paris, December 12-13, ! 9n >
no - 2I 7! purchased

at that sale by Fauchier Magnan; Henry Lapauze

(1867-1925), 1914; his posthumous sale, Hotel

Drouot, Paris, June 21, 1929, no. 54; M. Knoedler

& Co., New York, 1931; The Nelson-Atkins

Museum of Art, Kansas City, Missouri, 1932

Exhibitions: Paris 1867, no. 439; Paris 1911,

no. 24; Copenhagen 1914, no. 118; Paris 1922a,

no. 2, cover ill.; Kansas City 1930, no. 27; Pitts-

burgh 1930, no. 23; San Francisco 1934, no. 114;

Springfield, New York, 1939—40, no. 24; Cincin-

nati 1947; Winnipeg 1954, no. 9, fig. 11; Omaha

1956—57; Atlanta 1959; New York 1961, no. 26,

ill.; Cambridge (Mass.) 1967, no. 48; Chapel Hill

1978, no. 43, fig. 48; Louisville, Fort Worth

1983-84, no. 59, ill.

References: Blanc 1870, p. 234; Delaborde

1870, p. 254, no. 136; Mommeja 1904, pp. 68-69;

Uzanne 1906, p. xiii; Lapauze 1911a, pp. 162-64,

ill. p. 179; Hourticq 1928, p. IV; Burrows 1931,

pp. 237—38, ill.; Gillet 1932 in Courthion

1947-48, vol. 1, p. 169; Alain 1949, p. 17;

Wildenstein 1954, no. 130, fig. 82; Radius and

Camesasca 1968, no. 100, ill.; Taggart and

McKenna 1973, p. 153; Le Normand 1977, p. 32;

Rosenthal 1984, pp. 23-29, fig. 5; Zanni 1990,

p. 85, no. 65, ill.; Ward and Fidler 1993, p. 199;

Fleckner 1995, pp. 83—87, ill.; Vigne 1995b,

pp. 144, 327, 332

30. Edme-Francois-Joseph Bochet

i8u

Oil on canvas

3JX2y'/g in. (94x63 cm)

Signed and dated lower right: Ingres/Roma

1811 [Ingres / Rome 1811]

Muse'e du Louvre, Paris RF 194

New York and Washington only

W76

Edme-Francois-Joseph Bochet, born in

1783, was twenty-eight years old when

Ingres painted his portrait. With the desig-

nation ofRome as the second city of the

French Empire in February 18 10, Bochet

was one of the many civil servants dis-

patched from Paris to administer Rome and

the northern Italian states along Napoleonic

lines. In 1811, the date of Ingres's portrait,

Bochet was in Rome, supervising a branch

of the Administration de l'Enregistrement

et des Domaines established there by his

father, who was also called Edme Bochet

(1742-1837), and who was a senior official

of the ministry of finance in Paris. A very

able civil servant, the elder Bochet negoti-

ated a brilliant career for himself, working

for a succession of regimes, from that of

Louis XV in the 1760s through that of

Charles X in the 1830s. Through his only

son and his five daughters he propagated a

dynasty ofpublic figures who played a

variety of important roles in government

administration and in the arts throughout

the nineteenth century.' In 1852 Ingres

was to take as his second wife one of the

senior Bochet's granddaughters, Delphine

Ramel; the sitter for the present portrait

was a witness at that wedding.

The younger Bochet's father facilitated

his son's placement, from the age of eigh-

teen, in a series of administrative posts that

progressively prepared him for the greater

responsibilities that would come his way in

1810.
2 Once settled in Rome, he met and

married in 1812 an Italian, Elisabetta Galli

(1789- 1 847). They were to have eleven

children. After the fall of the Empire in

1 814, Bochet returned to Paris, where he

continued his career as a public official,

eventually becoming Conservateur des

Hypotheques (commissioner of mort-

gages) in Paris in 1837. As an elderly

man, he fled Paris during the Franco-

Prussian War (1870-71) and died in

1871 in the Chateau de Maronnes, in

Meuvennes, Normandy, home of his

eldest son.
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I

;. 117. Madame Henri-Philippe-Joseph

ickoucke, nee Cecile-Francoise Bochet, 1811

'

77). Oil on canvas, 36 V
%
x 26 V in. (93 x

68 cm). Musee du Louvre, Paris

In Ingres's portrait—the only one in

which the artist shows a male sitter in an

oval frame—Bochet cuts a dashing figure.

His pale face emerges from crisp, immacu-

lately white standing collars and cravat, set

offby a pearl stud. He sports an elegant,

dark maroon velvet coat, with a fashionably

notched collar, cut away to reveal dark

blue pantaloons or britches emblazoned

with a cluster of seals. A Baudelairean

dandy before his time, Bochet is dressed

as if he is about to set off for a stroll, with

his cane and top hat tucked under his left

arm and wearing exquisite soft gray

leather gloves. The portrait has a certain

psychological edge, due to its transient,

almost momentary air, as if the sitter

were impatient to be off. Ingres painted

several of Bochet's colleagues and asso-

ciates, who were bringing Napoleonic

order to the administration of Italy, but

in spite of the limitations of the theme he

managed to play interesting variations

on it: compare his treatments of Joseph-

Antoine Moltedo (cat. no. 27), Jacques

Marquet, Baron Montbreton de Norvins

(cat. no. 33), and Charles-Marie-Jean-

Baptiste Marcotte (cat. no. 26).

It has sometimes been said that Ingres

exhibited this portrait of Bochet at the Salon

of 1814, but Daniel Ternois has shown that

the artist only exhibited his portrait of

Marcotte d'Argenteuil that year. 3

Ingres painted a pendant to this portrait,

representing Bochet's sister Cecile,

Madame Panckoucke (fig. 117), who was

two years his junior. Her husband, Henri

Panckoucke, worked in the same adminis-

tration of land registry in Rome as her

brother; unfortunately, he died the next

year at the young age of thirty-two. The

oval format ofMadame Henri-Philippe-

Joseph Panckoucke had been employed

before by Ingres in his portraits Comtesse

de La Rue (W 13), the so-called Madame

Aymon (cat. no. 8), and Madame Philibert

Riviere (cat. no. 9). The artist clearly felt

this form was particularly appropriate for

certain portraits ofwomen, enabling him

to enhance the play of graceful serpentine

lines, soft curves, and the encircling forms

of necklaces, bracelets, and shawls.

p. c.

1. On the Bochet family, see Naef 1977-80,

vol. 1 (1977), chap. 28 (pp. 251-54); Paris

1985; and Warrick 1996.

2. See Warrick 1996, based on documents still

with Bochet's descendants.

3. See cat. no. 26, n. 16.

Provenance: Edme-Francois-Joseph Bochet;

his bequest to the Musee du Louvre, Paris, 1871,

his seven surviving children retaining life inter-

est, which they surrendered in 1878 in exchange

for copies*

Exhibitions: Paris 1867, no. 85; Chicago

1934; Paris 1938a, no. 34 [eb]; Pittsburgh 1951;

Montauban 1967, no. 40; Paris 1967—68, no. 53;

Paris 1980, no. 70; Paris 1985, no. VI, ill.

References: Blanc 1870, p. 232; Delaborde

1870, no. 109; La Chronique des arts, January

1878, p. 26; La Chronique des am, February 1878,

pp. 35-36; Mommeja 1904, pp. 68-69; Lapauze

1905a, pp. 121, 171; Uzanne 1906, fig. 38;

Wyzewa 1907, p. 11, ill.; Lapauze 1910, p. 176;

Lapauze 1911a, pp. 157, 461, 462, ill.; Frohlich-

Bum 1924, p. 8, ill.; Hourticq 1928, pp. 4, 31, ill.;

Pach 1939, p. 113; Gatti 1946, p. no; Bertram

1949, fig. IX; Jourdain 1949, fig- 23; Alazard

1950, p. 48; Wildenstein 1954, no. 76, pi. 9;

Toulouse, Montauban 1955, p. 15; Rosenblum

1967a, p. 86, fig. 87; Radius and Camesasca 1968,

no. 62, ill.; Rome 1968, p. 21; Naef 1977—80,

vol. 1 (1977), p. 252; Zanni 1990, no. 35, ill.;

Vigne 1995b, p. 82, ill.; Warrick 1996, vol. 1,

pp. 36—37, 62, n. 103

*Five of the copies were executed by Ingres's

pupil Paul Flandrin and the artists in his studio.

31. Hippolyte-Fran5ois Devillers

i8u

Oil on canvas

38 x 30^ in. (96.5 x y8.5 cm)

Signed and dated lower left: Ingres a rome /

181 1 [Ingres in Rome/ 1811]

Foundation E. G. Biihrle Collection, Zurich

London only

WJ9

More than any other foreign city under

Napoleon's control, Rome was the focus

of his imperial aspirations: was not his

only son its designated king? Given its

central role in the emperor's plans, the

Eternal City became a place where provin-

cial strivers could make their mark. There,

young Frenchmen without titles of nobil-

ity or lively prospects in Paris, but full of

ambition and ready to work hard in the

imperial cause, could anticipate profes-

sional recognition and social and financial

advancement. One such was Ingres, who

at the end of his tenure at the Academie de

France in 18 10 chose not to return to the

French capital but to remain in Rome for

the foreseeable future, working on imper-

ial commissions such as the vast Romulus,

Conqueror ofAcron, of 181 2 (fig. 96),
1

and

painting portraits of important members of

the French occupation government and

their families (see cat. nos. 26, 27, 30, 32,

34). Another was Hippolyte-Francois

Devillers, Directeur de l'Enregistrement

et des Domaines (director of probate and

estates) in Rome from 1811 to 18
1 3, whose

portrait Ingres painted or drew on three

separate occasions.
2
Born in 1767, the son
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of a notary, in the provincial market town

of Bouclans (Franche-Comte), and trained

in bureaucratic administration, he spent his

early career in the provinces. 3
It is not clear

what drew the attention of the French ad-

ministration to Devillers or when he arrived

in Rome. Nor would his stay there last long.

Soon after his appointment, however, and

following the lead of his friend and fellow

administrator Charles Marcotte (see cat.

no. 26), the proud new imperial bureaucrat

commissioned Ingres to paint his portrait

dressed in the ostentatious finery of his

freshly minted official uniform.

. The three-quarters-length portrait shows

Devillers, a bachelor of forty-five, wearing

a black dress coat known as afrac, richly

embroidered with sheaves of golden wheat

at collar, cuffs, and tails. The white lace of

his jabot spills down the front of his white

blouse and embroidered vest and over his

wrists as well. Right arm thrust into vest,

he holds with his left arm a more simply

embroidered cocked hat and grasps what

has been identified as a gold snuffbox in

his hand.4 At bottom, the bejeweled hilt of

a ceremonial sword juts into the picture;

its shadow and the shadow cast by the

snuffbox on Devillers's trousered leg subdy

establish the space of the composition and

the figure's three-dimensionality. Against

the darkness ofbackground and dress

coat, the glinting touches of gold embroi-

dery and jewels and the white ofDevillers's

vest and lace create a broken S-curve of

brightness curling flamelike up the center

of the painting where it frames and sup-

ports, somewhat unsteadily, the nervous

and delicate features of the sitter.

Unlike Marcotte or Charles Cordier

(see fig. 93), Roman administrators with

aristocratic connections who confronted

Ingres with fixed and confident gazes,

Devillers's hesitation is evident in his eyes

and in the prim set of his sensual mouth.

Bags under his eyes and a wispily receding

hairline suggest the rigors of the position

to which he had so recently ascended.

Not quite confident of his new status, he

seems to seek not only the legitimation

that Ingres's portrait was meant to confer

but the approval of the artist himself, to

whom he tentatively turns. Ingres, too,

was a provincial parvenu who had made

his way to the same extraordinary place;

he would understand. Ingres's is indeed a

deeply sympathetic portrait of one of the

"new men" in Rome, uncertain in the

face of his success, as the artist shows, but

ready to grasp it tight and announce it

to the world. Himself the most insecure

and ambitious ofmen, Ingres continued

to feel an affinity for his sitter long after

Devillers had departed Rome. In letters

over the years to Marcotte, the artist would

ask to be remembered to their mutual

friend, "expressing my warm memory

of him, my sincere attachment, and my
affectionate recollection of all his kind-

ness toward me."'

Ingres's two portrait drawings of

Devillers, one of 1811, the other made the

following year, both half-length and still

in private collections, show a more self-

assured official who, dressed in civilian

clothes, turns to confront his friend Ingres

with an even gaze. In the earlier drawing,

Devillers grasps the same snuffbox as in

the portrait painting—and what better

indication of cosmopolitan taste than such a

costly bibelot? In the later drawing, books

are piled high on the table next to him. A
greater informality reigns, as if the artist

and the sitter were coming to appreciate

each other's struggles more intimately still.

By 1816 Napoleon had fallen and

Devillers had returned to the provincial

town of Vesoul in the Franche-Comte,

where for more than twenty years he led a

quiet, respectable life as a landowner,

municipal official, and upstanding member

of the meritocracy whose sophisticated

experience of the wider world no doubt

was valued, or at least acknowledged, as a

rare local commodity. In 1827, at almost

sixty years of age, Devillers married the

mother of his four children, and he fathered

two more before his death ten years later,

in 1837. He lived in the center oftown in a

large house which at his death contained

a library devoted exclusively to the law

and—a sure sign of self-esteem—no

fewer than seven family portraits.
6 No

snuffbox is recorded in his estate inven-

tory. One of the portraits, however, was

Ingres's elegant, haunting image of the

high French official in occupied Rome,

magnificently arrayed, that Devillers once

had been. It was a treasured memento of a

brief moment—not quite at the center of

the world's stage, but near enough to

abash the neighbors—when Devillers had

flourished as an attendant lord in the great

Napoleonic panoply. c.R.

1. The painting would decorate the Palazzo

Quirinale, intended to serve as Napoleon's

Roman residence.

2. These works are the present painting and

two drawings (N 77, 78).

3. The information offered here on Devillers's

life and career derives principally from Naef

1977-80, vol. 1 (1977), chap. 29 (pp. 255-61).

4. Washington, Montreal, Yokohama, London

1990—91, no. 12.

5. "en lui marquant bien l'expression de mon

tendre souvenir et le fort attachement et ma

reconnaissance de toutes ses bontes pour

moi." Ingres to Marcotte, July 25, 1822,

quoted in Naef 1977—80, vol. 1 (1977),

p. 255; in Ternois 1999, letter no. 7.

6. Naef 1977—80, vol. 1 (1977), p. 258.
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32. Comtesse de Tournon, nee Genevieve de

Seytres Caumont

iSiz

Oil on canvas

36% x 28% in. (92 x 73 cm)

Signed and dated lower right: Ingres, Rome. /

1812.

Philadelphia Museum ofArt

The Henry P. Mcllhenny Collection in Memory

ofFrances P. Mcllhenny 1986-26-22

W84

Fig. 118. Madame Henri-Philippe-Joseph

Panckoucke, nee Cecile-Francoise Bochet, 1811

(N 73). Graphite on paper, I2 3^ x ()V
S

in.

(31.5 x 23.9 cm). Musee Bonnat, Bayonne

Comtesse de Tournon is a rare portrait by

Ingres of an older woman. His subject was

approximately sixty years old when she sat

for the artist.
1

This portrait was commis-

sioned not by the sitter but by her son,

Comte Philippe-Camille-Marcellin-

Casimir de Tournon (1778— 1833). A
member of a noble family of the Langue-

doc, the comte de Tournon had been

awarded a baronetcy by Napoleon I on

March 9, 1810, and was named Prefect of

Rome that same year, serving in that

capacity until 1814.
2 The comtesse de

Tournon and her son were members of

Rome's French society, comprised in large

part of high officials within the French

occupation government and their families.

In this portrait Ingres successfully bal-

ances the conflicting impulses of veracity

and flattery. Walter Friedlaender has

likened it in its realism to the "gruesome"

portraits of Francisco de Goya, declaring

this to be a "pitiless description of a force-

ful and witty ugliness." 3 Although there is

a certain kinship between the two in terms

of the candor of the portrayal, Ingres's

painting lacks the harshness of Goya's

sometimes merciless portraits. It is ulti-

mately closer in spirit to the rather forth-

right likenesses of his teacher Jacques-

Louis David. Robert Rosenblum's anal-

ogy to the frank but sympathetic depiction

of David's aging wife, Madame David

(National Gallery of Art, Washington,

D.C.), which was painted in 1813, one

year after Ingres's portrait, is a perceptive

one.4 In Ingres's Comtesse de Tournon, the

sitter, who had almost certainly never

been a great beauty even in her youth, is

not idealized; Ingres faithfully records her

full, rather prominent nose and the slightly

sagging flesh beneath her eyes and chin,

even as he artfully camouflages the most

egregious signs of his sitter's age. Wrin-

kles on her forehead are hidden beneath a

fringe of curls, possibly a wig; her neck

—

that most telling indicator of age—is

concealed behind an elaborate lace ruff

that also serves to minimize her double

chin. 5 Beneath the ruff her chest is modestly

covered with a chemisette of fine muslin

that contrasts noticeably with her bare

arms. Throughout the painting Ingres cre-

ates a subtle play of line and texture, juxta-

posing the graceful curves of the cashmere

shawl, the sumptuous, heavy folds of her

velvet dress, and cascade of the embroi-

dered muslin veil falling across her shoul-

der and along her left arm. We can imagine

that Madame de Tournon was proud ofher

arms; with their firm, rounded flesh and

pale, lustrous skin, they seem to belong to

a much younger woman. Perhaps they are

the one concession to the sitter's vanity, or

to the painter's love of sensuous forms.

Despite the visual appeal of such details,

this portrait's effectiveness derives from

the thoughtful delineation of the comtesse's

rather forceful character. Ingres success-

fully communicates the intelligence and

cool, patrician manner of his subject

through her proud bearing, straightfor-

ward gaze, and slightly ironic half smile.

She is clearly a formidable woman. An air

of circumspection is apparent in her car-

riage. Ingres wisely avoids the coquettish

poses and graceful hand gestures that he

often favored in his depictions ofyounger

women, choosing instead a more stolid,

almost masculine pose, very similar to that

used in the portrait of Philibert Riviere

(fig. 57).
6

It is also similar to the pose he

used for a drawing of Madame Panckoucke

in 1811 (fig. 118). Whereas the much

younger Madame Panckoucke is shown in

an almost casual manner, her body tucked

into the corner of her chair and her hands

placed demurely in her lap, the comtesse

is seated firmly and squarely in her chair,

her arms resting comfortably at her sides.

This drawing also includes many of the

elements that Ingres would incorporate,

albeit in a more subdued manner, in his

portrait ofMadame de Tournon the fol-

lowing year: the chair, the position of the

body in a three-quarters view, the shawl,

the ruff around the neck, the veil falling

across the sitter's left arm, and even the

enigmatic intimation of a smile.

K.J.
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1. Delaborde 1870, p. 261.

2. Ruvigny 1914, p. 1462.

3. Friedlaender 1952, p. 79.

4. Rosenblum 1967a, p. 92. On the influ-

ence of David, see also Alazard 1950,

p. 49.
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6. As suggested in Vigne 1995b, p. 82.
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33. Jacques Marquet, Baron de Montbreton

de Norvins

1811; reworked after 1814

Oil on canvas

38^x31 in. (97.2 x 78.7 cm)

Signed lower right: Ingres P. Ro. [Ingres

p(ainted this). Ro(me).]

The Trustees ofthe National Gallery,

London NG3291

IV81

Jacques Marquet, baron de Montbreton de

Norvins (1769— 1854), was the youngest of

four sons of a wealthy Gascon family.
1

By

the age of twenty, he had become a coun-

cillor at the Chatelet law court in Paris.

His career was cut short by the Revolu-

tion, however, and in 179 1 he resigned his

position and left France, emigrating first to

Koblenz and later settling in Switzerland,

where he remained for five years. In 1797

he returned to France but was arrested as

an emigre and confined for two years in

the Prison de la Force. Released following

Napoleon Bonaparte's seizure of power,

Norvins continued his checkered career;

first he followed General Leclerc, the

brother-in-law of First Consul Bonaparte,

to the island of Santo Domingo as his

secretary-general; following the death of

Leclerc from yellow fever, Norvins joined

Napoleon's army at Mainz as a member of

an elite cavalry unit, known as the Gen-

darmes d'Ordonnance. His service earned

him membership in the Legion of Honor

(April 16, 1807) and a lieutenancy (Novem-

ber^ 1807).
2

Leaving the military behind on Novem-

ber 24, 1807, Norvins began a career in the

civil service of the new kingdom ofWest-

phalia. During his three years there, he

held a variety of positions, including

secretary-general for the council of state,

and the queen's chamberlain. In April

1810 he accompanied the royal family of

Westphalia to Paris for the wedding of

Napoleon and Marie-Louise, after which

Norvins chose to remain in France.

Within months, he at last returned to

political service when he was named

Chief of Police for the Roman States.

He took office in Rome in January 1811

and remained there for the next three

years. Norvins proved to be ill-suited to

his politically sensitive post. Though

Fig. 119. Infrared photograph ofJacques

Marquet, Baron de Montbreton de Norvins
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admired for his zeal, he was perceived as

being somewhat frivolous. 3 Socially, how-

ever, Norvins was generally recognized

for his quick wit and affability. Writing in

1813, Madame Recamier observed, "That

M. Norvins is certainly a witty man. . .

.

Moreover, he is perfectly attentive and

pleasant toward me."4 Stendhal, however,

was more critical of the director of police:

"M. N[orvins] seemed quite nasty and

talked nonstop. I was so repelled by his per-

sonality that I decided not to go see him." 5

In this painting, perhaps in response to

Norvins's detractors, Ingres has portrayed

his subject as the very embodiment of the

stolid police official.
6
His posture is stiff,

his demeanor serious and controlled. His

steely gaze and tightly compressed lips

suggest a man who brooks no nonsense.

The severity of Norvins's expression is

matched by his somber garb—a simple

black suit against which his white cravat

and collar and the edges of his shirt cuffs

stand out in vivid contrast. The only hint

of color on his person comes from the rib-

bon denoting a chevalier in the Legion of

Honor, which is fixed on the lapel of his

black redingote and echoes the deep red

damask fabric covering the chair and the

wall behind him. His right elbow rests on

the arm of his chair, while the left hand is

tucked into the breast of his jacket, in a

gesture reminiscent of Emperor Napoleon,

ofwhom Norvins was an ardent admirer.

The only other object in the room, apart

from the sitter and the chair against which

he leans, is a bronze bust of Minerva, a

copy after a marble in the Vatican. Inscribed

on the marble pedestal beneath are the let-

ters "ROM," presumably standing for

"Rome," or "Roma," in reference to the

sitter's province of authority.7 The relative

opulence of the setting, so different from

the landscapes or neutral backgrounds

favored by the artist for his male portraits

of the period, seems curiously at odds with

the sitter's rigid pose, further underscor-

ing the severity of his appearance. But

Ingres may have accentuated these char-

acteristics to give a sense of the sitter's

important standing.

By comparison, a portrait drawing

Ingres made of Norvins at this time (cat.

no. 46) shows more the social face of the

sitter. In this drawing, now in the Virginia

Museum of Fine Arts, Richmond, Norvins

is positioned almost full face; his pose is

relaxed; and his manner and countenance

are both open and engaging.
8
In fact, it is

the wiry little dog seated in his lap, and

not Norvins himselfwho seems forbidding

in this drawing. These two works under-

score the distinction between the informal

and often intimate character of Ingres's

drawings and the sobriety of their more

formal painted counterparts.

Although the painting itself is undated,

the date of 1811 put forth by Henri Dela-

borde and upheld by Henry Lapauze has

never really been disputed.' The portrait

of Norvins is one of a group by Ingres

depicting members of Rome's French soci-

ety and of high officials within the French

occupation government, such as Joseph-

Antoine Moltedo (see cat. no. 27), Charles-

Joseph-Laurent Cordier (see fig. no. 93),

and Hippolyte-Francois Devillers (see

cat. no. 31), who commissioned their por-

traits from Ingres, perhaps following the

example and recommendation of Charles

Marcotte (see cat. no. 26), who had sat

for the artist in 1810.
10

In the case of the

painted portrait of Norvins, a date of 181

1

would seem to be corroborated both by

the Richmond drawing, which is dated

1811 by Ingres and Norvins himself, and

by a piece of later correspondence that has

recently come to light. Eric Bertin makes

reference to a letter of November 29,

1844, from Norvins to M. Guerin in which

Norvins regrets not to have engraved the

"magnificent portrait Ingres did ofhim in

Rome in 1811."" There is also a second,

more contemporary, piece of documenta-

tion concerning the creation of the paint-

ing. In a letter from Ingres to Marcotte

dated July 18, 1813, he described his inten-

tion to exhibit a number ofworks at the

upcoming Salon, including his portrait of

Monsieur de Norvins.
12
This letter con-

firms that the portrait was completed by

this time, though it gives no indication of

how much earlier it had been finished.

Martin Davies, who considers the date of

1811 as "about right," also mentions the

letter of 1813. More recently, other schol-

ars have modified the proposed dating of

this painting, including Georges Vigne,

who suggests 1813; Hans Naef, who gives

the compromise date of about 1812; and

Christopher Baker and Tom Henry, who

suggest 1811-12. 13 However, Daniel Ter-

nois has shown that Ingres exhibited only

one portrait at the Salon of 1814, Charles-

Marie-Jean-Baptiste Marcotte (cat. no. 26),

and not Jacques Marquet, Baron de Montbre-

ton de Norvins, as he had planned in 1813.
14

In light of these recent discoveries, the ini-

tial date of 181 1 appears indisputable.

This portrait was heavily repainted in

places by the artist, and there are a number

of pentimenti. In addition to minor alter-

ations around the sitter's head and to the

coat collar, which was slightly higher at

one point, there are other more substan-

tial changes to the composition,
1
' most

notably the addition of a rather awkward

length of dark red fabric that hangs down

the left side of the canvas and extends over

the top of the chair upon which Norvins

rests his arm. The drapery is rather rapidly

and thinly painted, in marked contrast to

the wall covering and chair, which are

both meticulously studied. Part of the

wood frame of the chair can be seen, and

there is craquelure throughout the upper

portion of the drapery. This drapery was

added in order to hide a bust resting on a

tall pedestal that is still visible to the naked

eye and can be seen quite clearly in infrared

photographs (fig. 119). Baker and Henry

have suggested that the bust depicted the

King of Rome, the son of Napoleon I, who

was born on March 20, 1811.
16
This would

have been a logical addition to a portrait of

a loyal supporter of the emperor such as

Norvins. It would also explain the need for

its removal. Following the abdication of

Napoleon in April 1814 and the subsequent

return to power of the Bourbons, such an

imperial homage would have been injudi-

cious for an aspiring artist such as Ingres.

Another major change within the compo-

sition is the inclusion of the bust of Min-

erva. Thinly painted—the pattern of the

wallpaper is now clearly visible through

the gray-green paint surface of the bust

—

and precariously inserted at the extreme

right edge of the picture plane, this sculp-

ture was almost certainly added at the

same time as the drapery along the left-

hand side of the canvas. The inscriptions
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on the base are not truncated because the

canvas was cut down, as Davies proposed,
17

but rather owing to the lack of space to the

left of the sitter and Ingres's somewhat awk-

ward attempt to introduce a sculpture

—

and a signature—to replace the one that

he had painted out.
18

Norvins returned to France in February

1814. Despite the reestablishment of the

Bourbons, he remained steadfast in his

admiration of Napoleon. On May 31, 1815,

during Napoleon's brief return to power

known as the Hundred Days, Norvins

published a brochure critical of the gov-

ernment of the Bourbon king Louis XVIII,

an action that earned its author a year's

exile in Strasbourg under police surveil-

lance—an ironic turn of events for a former

chief of police.' 9 During the Restoration

and the July Monarchy, Norvins became a

staunch Napoleonic apologist and wrote a

number of historical texts, including a four-

volume Histoire de Napoleon (1827-28),

the first serious biography of the emperor.

The work proved highly successful, appear-

ing in twenty-one editions before its

author's death.

Norvins apparently maintained at least a

loose association with Ingres throughout

this period, perhaps through their mutual

friend Marcotte. In 1829 Ingres designed

the frontispiece for a new edition of

Norvins's epic poem L 'Immortalite de

Fame ou les quatre ages religieux.
10

In 1842

Norvins wrote to the artist to congratulate

him on his portrait of the due d'Orleans

and, in typical fashion, compared the

recent funeral for the popular prince with

the transfer of Napoleon's remains to

Paris in 1840.
21

Norvins died in Pau in 1854 at the age of

eighty-five. His portrait remained in his

family until 1890, when it was sold at auc-

tion. In 1898 it was acquired by the French

painter Edgar Degas, a fervent admirer of

Ingres who already owned three other

portraits by the artist. In addition to the

painting itself, Degas also owned a litho-

graph of Norvins presumably from the

hand of Ingres.
22

This lithograph, a bust-

length portrait of Norvins, is similar to the

painting rather than to the drawing, and

was perhaps executed after the painting.

K.J.
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34- Queen Caroline Murat

1814

Oil on canvas

23^ in. (92 x So cm)

Signed lower left: Ingres P.
x" Roma 1814

[Ingres painted (this in) Rome 1814]

Private collection

W90

Fig. 120. Head ofQueen Caroline Murat,

1814. Graphite on paper, i'/xi'/j in.

(4.6 x 4.9 cm). Musee Ingres, Montauban

(867.341)

Fig. 121. Studies ofQueen Caroline Murat,

1814. Graphite on paper, \aV x 9 in. (25.9 x

23 cm). Musee Ingres, Montauban (867.403)

Hans Naef published an exhaustive article

on this portrait shortly after its rediscov-

ery in 1987, and any scholar following him

is deeply in his debt.
1

Caroline Bonaparte

(1782—1839) was the youngest and most

intelligent sister of Napoleon (see cat.

nos. 2, 10). She met her brother's brilliant

general Joachim Murat (1767-1815) in

Italy in 1797; they were married in 1800.

Murat was made king of Naples in 1808,

thus extending Napoleonic rule to the

southern states of Italy and Sicily. The

royal couple, and notably Queen Caroline,

took a keen interest in the arts and assem-

bled an important collection of contempo-

rary painting and sculpture, which was

dispersed after their fall from power in 181 5.

They were closely connected to the circle of

French artists in Rome and, among others,

acquired several works by Ingres's friend

Francois-Marius Granet (see cat. no. 25),

who was named the queen's official painter

in 1812. The architect Francois Mazois,

another of Ingres's intimates, advised them

on their collection, and on archaeological

and architectural matters, such as the exca-

vation and restoration of Pompeii.

Joachim Murat acquired his first work

by Ingres in 1809, when in November he

visited an exhibition on the Campidoglio

in Rome and there purchased the lifesize

figure of a nude woman seen from the

front (fig. 85), exhibited as Donna nuda che

dorme; it later became known as The

Sleeper ofNaples after its association with

the royal collection in Naples. Caroline

subsequently commissioned Ingres to

paint a pendant, with a nude seen from the

back: his famous Grande Odalisque, which

he completed in 1814 (fig. 101). He also

painted for the Murats two small historical-

literary scenes: The Betrothal ofRaphael

and Paolo andFrancesca (figs. 102, 103). The

disruption of political events during the

year before the collapse of their regime

made it impossible for the Murats to take

delivery of Grande Odalisque, and Ingres

was not paid for it. The loss of these

patrons was a serious financial setback for

the impecunious artist, who had just mar-

ried in December 1813; he was concerned,

because by July 1814 a child was on the way.

Ingres traveled to Naples in February or

early March 1814 and remained until late

May. Some years later, as he was leaving

Rome for Florence in 1819, Ingres recalled

making a visit of "three months to Naples."
2

A letter from Granet to Mazois, dated no

more precisely than March 18 14, noted

that Ingres was bringing one of Granet's

paintings to Naples for the queen. 5 Ingres

referred to this visit as a recent event in a

Fig. 122. landscape with Vesuvius, 1814. Graphite on paper, 7
1/ x ioV i

(18.3 x 26.1 cm). Musee Ingres, Montauban (867.4294)
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letter from Rome to his friend Marcotte on

July 7, 1814:

It was roughly six weeks ago that I

arrived in Naples. . . . I've just finished a

small full-length portrait of her [Caroline

Murat] and am also finishing for her the

companion piece to the sleeping female

figure that the king bought from me 5

years ago. Truth to tell, she asked me for

all her portraits, hers and her children's,

but all that depends on the circumstances,

as you can well imagine. I was received

beautifully here, and this work could

become an asset to my fortune. But for the

moment I'm just trying to survive. I'm

soon going to be a father. . . . After the

two works I have with me, I'll know what

to do with the other one. I owe all this to

my friend M. Mazois.4

This is the first mention of Ingres's portrait

of Caroline Murat, a picture that was com-

pleted and delivered to his patron, but for

which he was never to receive payment.'

Indeed, the portrait of Caroline Murat

turned out from the first to be an "unhappy

success," because the queen's head and hat

were found to be unsatisfactory, and he

had to repaint this area "for the third time";

in this undated letter of 1814, Ingres asked

Mazois on his next trip to Rome to bring

back the portrait, "which I'd pay dearly

to have here so I could start over on the

defective part."
6

Caroline Murat is shown standing,

dressed all in black, in a high-waisted

velvet pelisse, lace ruff, and mantle, with

girandole earrings and a hat trimmed

with ostrich feathers. It is possible she is

dressed in mourning for her former sister-

in-law the Empress Josephine, who had

died earlier the same year. She is in her

private audience chamber in the Palazzo

Reale, Naples, with a view of a terrace, the

bay of Naples, and Vesuvius beyond. The

room is also recorded in a contemporary

watercolor, showing the queen looking

out onto the terrace where her four chil-

dren are at play, which confirms the accu-

racy of Ingres's representation (fig. 123).
7

For example, we see the same velvet-draped

table, the Neoclassical couch at left, and

the hanging lamp, among other details; at

a later date, Ingres's painting may have

been slighdy cut down at the top, as the lamp

there is now oddly cropped. The walls are

lined with silvery satin above the red and

green dado. The reveals to either side of

the large window have mirrors, to reflect

light and the glinting waves of the bay.

The memoirs of Contessa Rasponi, the

Murats' daughter Louise, recall this room:

Little receptions took place ... in the room

known as the grand cabinet of the queen.

Nothing could be more enchanting than

the arrangement of the latter. The little

picture painted by Monsieur Clarac, which

is in my bedroom, is quite a faithful repre-

sentation of it, but still gives only an imper-

fect idea. The end of the room, where my

mother's writing desk stood, was all of

mirrors and opened onto the famous ter-

race which, along with the view of the bay,

was reflected infinitely on those crystal

walls. The queen gave audiences in this

room, but despite the charm of the view,

did not stay there as a rule.
8

Ingres signed and dated the portrait in

Rome. He may have begun it in Naples,

and certainly he made a series of prepara-

tory drawings there: he drew such details

as the chair 9 and the footstool and folds of

the tablecloth,
10
and made studies for the

figure of the queen (fig. m). He also drew

a tender study of the queen's features (fig.

120), which survives in a fragmentary little

pencil drawing, perhaps cut by Ingres from

a larger sheet at a later date. In the final

painting her face seems more stern, although

her expression suggests intelligence, humor,

and wit. Ingres also made a drawing of the

view out the window, looking across the

bay to the smoking Vesuvius (fig. 122). The

existing preparatory drawings were rather

directly transposed into the painting.

The composition of Queen Caroline

Murat is strongly reminiscent of Ingres's

earlier Bonaparte as First Consul (cat. no. 2):

each sitter stands in a sharply delineated

Neoclassical interior with table and chair,

and a window with open curtains looking

out on a landscape that plays an important

role in denoting a particular place. Even the

painting technique is similar in each work,

with a precise, descriptive touch that betrays

no painterly flourishes. Their brightly lit

landscapes share a freshness and clarity of

touch that set them apart from the more

moody and atmospheric landscape back-

grounds painted by Ingres in the style of

Granet in other portraits of the Italian years

(see cat. nos. 25, 27). The portrait of Caro-

line Murat has a cool and detached air,

expressed both in the sitter's physical dis-

tance and in the objectivity of its execution,

which is only fitting for a ruler with whom

Ingres may not have felt on close terms:

her image lacks the aura of complicity we

sense in portraits of less elevated sitters,

such as Madame Duvaucey (fig. 87) or
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Madame de Senonnes (cat. no. 35). This

observation is somewhat belied, however,

by the small drawing of her face already

mentioned above (fig. 120). Ingres's portrait

is very different from Francois Gerard's

earlier Caroline Murat and Her Children

(fig. 124), with its warm familial atmos-

phere, painted in France in 1808 at the time

of Murat' s accession to the throne. But there

is an uncanny prescience in the solitary iso-

lation of Ingres's figure, apparently dressed

in mourning: in little more than a year

she was to lose her husband and would

be forced to abandon her beautiful palace

and their Neapolitan domains forever.

In his letter of July 7, 18 14, to Marcotte

quoted above, Ingres expressed confi-

dence—unfounded, as it turned out—in

receiving payment for the two completed

works, the Grande Odalisque and Queen

Caroline Murat. But he was already justifi-

ably wary of the contingencies surround-

ing the small-scale group portrait, or

conversation piece, representing the royal

family he mentions in the same letter. Six

rather careful existing portrait drawings

Ingres made in Naples of the queen (in-

cluding fig. 1 20) and her children seem to

be preparations for it." From his letter

to Mazois we learn that Ingres had begun

to paint the family group portrait, or at

least had laid in its broad outlines, on the

basis of the drawings:

I've sketched out a small portrait of the

noble family, from all the drawings I

made of them, and I believe that when it's

finished this little painting would be, I

have no doubt, of great interest. Ifyou

were here, you could tell me if I should

put the finishing touches on it immedi-

ately or turn to the other works I've

begun, one of which [Grand Odalisque] is

the companion piece to the figure for the

king, already quite far along.'
2

But the sketch for the family group no

longer survives, nor is it even mentioned

in any of Ingres's later notebooks or lists

of works done. We can imagine it would

have been a finely painted work, in com-

position something like the finished por-

trait drawing of The Family ofLucien

Bonaparte (fig. 91).

As Napoleon began to taste defeat on

the eastern front, in Russia in 1812 and at

the battle of Leipzig in 181 3, the once loyal

Murat and his queen undertook a treacher-

ous alliance with England and Austria in

January 1814. With the consent of the

Allies, Murat at the same time took control

of the Papal States. The imperial troops

left Rome; but Napoleon released Pope

Pius VII from his five-year captivity in

France, in order to promote his legitimate

return to Rome, thwarting the ambitions

of the traitorous Murat. In May 1814, a few

weeks after Napoleon's first abdication,

Pius VII returned triumphantly to the Vat-

ican. As so many of his Bonapartist clients

were now leaving Rome, Ingres still put

some of his hopes in Naples, even as he

returned from there to Rome in May and

was continuing to work for Caroline in

July. But by May the next year, after Murat

had tried unsuccessfully to realign himself

with Napoleon during the emperor's three-

month return to France (from March 1,

1815, to June 18, the day of Napoleon's

final defeat at the battle of Waterloo), the

Murat rule of Naples was over. Murat left

his queen and fled Naples on May 18; only

a few days later, facing a popular uprising,

Caroline had to take refuge on a British

ship, beginning a long exile that took her

to Trieste and finally to Florence, where

she died in 1839. Murat was captured by

royalist troops in Calabria in October 1815,

and summarily executed by a firing squad.

p. c.

1. Naefj990 ("Caroline Murat").

2. "trois mois a Naples"; Ingres to Jean-

Francois Gilibert, June 1819, in Boyer

d'Agen 1909, p. 39.

3. Granet to Mazois, March 1814, in Neto 1995,

p. 30.

4. "U y a six semaines environ que je suis arrive

de Naples. . . . Je viens de terminer un petit

portrait en pied d'elle [Caroline Murat] et

suis a terminer aussi pour elle le pendant a

cette figure de femme endormie que le roi

m'acheta il y a 5 ans, elle m'a a la verite

demande tous ses portraits, eux et les enfans,

mais tout cela est subordonne aux circon-

stances comme vous deves bien le penser. J'y

ai ete parfaitement recu, et cet ouvrage pour-

rait devenir avantageux a ma fortune. Mais

en attendant je cherche a vivre. Je vais etre

bientot pere. . . . Apres les deux ouvrages que

je tiens, je saurai a quoi m'en tenir sur l'autre.

Tous cela, je le dois a mon ami M. Mazois."

Ingres to Marcotte, July 7, 1814, quoted in

Naef 1990 ("Caroline Murat"), p. 12; in

Ternois 1999, letter no. 4.

5. Hans Naef (1977-80, vol. 1 [1977], p. 382)

published an invoice for these works, dated

September 9, 1819 (MS. Masson 59, Biblio-

theque Thiers, Paris); Naef (1990 ["Caroline

Murat"], p. 12) does not give a date for this

same document. However, Ingres was likely

still pursuing payment in 1819, according to

correspondence between de Mercy, the Paris

agent of the Comtesse de Lipona (anagram

of "Napoli"), as Caroline Murat now styled

herself, and August de Coussy, Murat's

former secretary; see Bulit 1993.

6. "malheureux succes"; "pour la troisieme

fois"; "que je donnerais beaucoup d'avoir ici

pour recommencer la partie defectueuse."

Ingres to Francois Mazois, undated letter,

first published in Lapauze 1910, pp. 265-69.

7. The watercolor by the comte de Clarac was

first published in Praz 1964, p. 42, fig. j6.

See also Naef 1990 ("Caroline Murat"),

p. 18, fig. 10.

8. Spaletti 1929, quoted in Praz 1964, p. 43.

Praz reproduced Ingres's Queen Caroline

Murat (p. 199, fig. 166), but did not know it

was by Ingres or who the sitter was (he

called her a "Bourbon Princess")!

9. Musee Ingres, Montauban, inv. 867.3845—46;

Vigne 1995a, no. 2738.

10. Musee Ingres, Montauban, inv. 867.2973;

Vigne 1995a, no. 2737.

n. Naef 1977—80, vol. 4 (1977), pp. 210—21,

nos. 116-21, ill. Ternois (1959a, nos. 139-44,

146-48) catalogues a group of tracings and

sketchy portraits, including additional works

that also appear to relate to the Murat family

portrait. See also Vigne 1995a, nos. 2741—49.

12. "J 'ai ebauche un petit portrait de la noble

famille, d'apres tous les croquis que j'en ai

faits et je crois que ce petit tableau termine

seroit, je ne doute pas, d'un grand interet. Si

vous etiez ici, vous me diriez si je devrais de

suite y mettre la derniere main, ou m'occuper

des autres ouvrages commences, dont j'en ai

un [La Grande Odalisque] qui est le pendant

de la figure pour le Roi tres avancee." Ingres

to Mazois, undated letter, quoted in Lapauze

1910, p. 268.

Provenance: Commissioned by Caroline

Murat in early 1814; purchased about 1850 by

Conte di Gropello, Terlizzi, Puglia; thence by

family descent, to Conte Gianni di Gropello

Figarolo, Rome, about 1964; Galerie Chauveau,

Brussels; acquired by a private collector, Bel-

gium; Galerie d'Arenberg, Belgium, 1988; the

present owner

Exhibition: New York 1996, pp. 69-70,

102-3, n0 - '9'

References: Blanc 1870, pp. 38, 39, 232;

Delaborde 1870, no. 143; Mommeja 1904,
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35. Madame de Senonnes, nee Marie-

Genevieve-Marguerite Marcoz, later

Vicomtesse de Senonnes

1814

Oil on canvas

4 1 %x 33 % i"-. (106 x 84 cm)

Signed on thepaper tucked in the mirrorframe:

Ing. Roma. [Ing(res). Rome.]

Musee des Beaux-Arts, Nantes 1028

W tog

Marie-Genevieve-Marguerite Marcoz was

born on June 29, 1783, in Lyons, where

her parents were affluent drapers.
1 On

April 19, 1802, she married Jean Talansier,

whose family was in the hatting and fabric

business in Lyons; she gave birth to a

daughter the following year. Business took

the young Talansiers to Rome. But their

marriage came to an unhappy end there,

and they divorced in 1809. Jean Talansier

left to join the imperial army, and was

later twice wounded in the important

engagements at Wagram and Leipzig.

Marie seems to have passed herself off as

Italian—perhaps initiating the rumor that

she was a native of the Trastevere quarter

in Rome. By 1810 she was established as

the mistress of Alexandre de la Motte-

Barace, vicomte de Senonnes, a collector

and amateur artist, who had been living in

Rome since 1805. It is possible that

Senonnes's royalist sympathies initially

prompted his voluntary exile to Rome,

after the declaration of the Empire in 1 804.

It was probably when Napoleon's regime

began to crumble in March 1814 that the

couple returned to France;
2
they were

married in Paris in August 1815, and their

union met with strong disapproval from

the Senonnes family. The vicomte was

made inspector general of the Musees

Royaux in 1816, and he later held a num-

ber of other high public positions, such as

secretary-general of the Ministere de la

Maison du Roi, and Maitre des Requetes at

the Conseil d'Etat. He died in 1840. The

vicomtesse predeceased her husband in

Paris on April 25, 1828.

Marie Marcoz was thirty-one years old

when Ingres completed her portrait during

the summer of 18 14. The artist had already

made a portrait drawing of her in 1813

(fig. 125). He refers to the painted portrait

in a letter ofMay 26, 1814, and mentions

its near completion in a letter of July 7? It

seems likely it was commissioned before

5r* ;

-

Fig. 125. Marie Marco{, 1813 (N 95). Graphite

on paper, 10
1
,/ x 7'/ in. (26.6 x 19.7 cm). Detroit

Institute of Arts
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Fig. 126. After Leonardo da Vinci. La Belle

Ferroniere, before 1806. Charcoal on paper,

ioV
s
x 16 '/ in. (52.5 x 41.8 cm). Barber Institute

of Fine Arts, Birmingham University, U.K.

Ingres went to Naples in March, and per-

haps even during the winter of 1813-14, if

progress on the picture before Ingres's

visit to Naples in April should be taken

into consideration.

At first it seems curious that a painter

who disdained portraiture at this time

should have lavished such a degree of

attention on an attractive but surely not

influential client. It is only because Ingres

painted Marie— in this, one of his greatest

portraits—that she is remembered at all.

Perhaps the aristocratic standing of

Senonnes encouraged Ingres to outdo

himself, in the hopes of attracting future

patronage. In the July letter, Ingres

expresses the hope of exhibiting Madame

de Senonnes at the Salon: that may be

sufficient reason to explain the great care

he evidently devoted to the portrait. But it

was not exhibited, and remained seques-

tered in the Senonnes family, until it was

sold, somewhat ignominiously, to an

antique dealer in Angers in 1852. It was

astutely acquired by the Musee de Nantes

from the dealer in 1853.

Madame de Senonnes was Ingres's most

psychologically complex and engaging

female portrait to date. It is difficult not to

imagine some elective affinity between the

artist and his sitter. Nor should we dis-

count the possibility that a certain air of

scandal may have surrounded her liaison

with the viscount, adding a knowing

piquancy to Ingres's representation. But art

reveals its student, and if Ingres destined

the work for the Salon, the above remarks

may be romantic invention. Nevertheless,

the portrait of Madame de Senonnes has a

mood, difficult to define, shifting almost

imperceptibly between warm voluptuous-

ness and calm detachment. Was Ingres

recalling a lesson in nuances of expression,

which he must have learned when he made

a ravishing drawing after Leonardo da

Vinci's La Belle Ferroniere some years

before (fig. 126)? Marie's asymmetrical eyes

carry an expression at once engaging and

ineffable, and her lips are parted as if to

take a breath; or is it the shadow of a

smile? We are drawn down into her silk-

cushioned world, but a glance at a slip of

paper pushed into the frame of the mirror

reveals that Ingres has been there before us.

She is shown in an evening ensemble with

an alluring decolletage, which a gossamer-

light sheer silk chemisette does little to

conceal. An elaborate blond ruff is attached

to her chemisette. Her luxurious gown,

high-waisted and full at the back, was

made from a generous length of red velvet,

whose slashed sleeves and pocket-slit,

revealing silver satin, appear to be a tribute

to Raphael's La Fornarina—as imagined

by Ingres (fig. 127). No less than Ingres's

homage to Raphael, Madame de Senonnes's

costume demonstrates a revival of interest

in the Renaissance. Her hairstyle "a la

Madonna" is pulled into a chignon with a

jeweled comb, which is matched by her ear-

rings. Madame de Senonnes is all baubles,

bangles, and beads, wearing a rich array

of rings and chains with pendants and a

cross, and bejeweled with diamonds, rubies,
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Fig. 128. Study of

Madame de

Senonnes, 181 3— 14.

Graphite on paper,

8'/ x 11 '/ in. (21. 1 x

29.2 cm). Musee

Ingres, Montauban

(867.378)

peridots, and aquamarines, as she leans

relaxedly on the nest of cushions of the

yellow silk sofa.

An early drawing (fig. 128) shows that

Ingres initially thought ofshowing Marie

reclining in a pose derived from David's

famous portrait of Madame Recamier

(fig. 306), which Ingres certainly knew

well from his days in David's studio in

Paris. A second sketch (Musee Ingres,

Montauban) shows her lying on her front."
1

Ingres abandoned this languorous proto-

type, to develop his own ingenious solu-

tion. A particularly sensuous drawing

(fig. 130) follows the sinuous outlines of

the sitter's bare shoulders, arms, and decol-

letage, exploring the contours of a figure

who seems to wear little else but an under-

slip. Another drawing (fig. 129) follows

the relationship between her chest and her

Fig. 129. Study ofMadame de

Senonnes, 1813—14. Graphite on

paper, 5'/ x 3'/ in. (13.4 x 8.1 cm).

Musee Ingres, Montauban (867.381)

clothed left arm and hand. Likely there

were many other drawings through

which Ingres gradually refined his design.

In the final image Ingres seems to have

exaggerated the length and curve of

Marie's right shoulder, while her arm is

extended to a remarkable and unnatural

degree. From head to knee, she strikes a

serpentine figure. This sinuous motif is

echoed in the cashmere shawl that twists

and turns behind her. Madame de Senonnes

is almost a sister to the Grande Odalisque

(fig. 101), on which Ingres was also work-

ing at just this time, but with her clothed

body turned toward us.

Ingres's most striking pictorial device is

his use of the large mirror behind the sofa,

in which we see reflected part of the sit-

ter's back and her lost profile from behind.

This effect brings a sense of volume to the

figure, by assuring us of an ambient space.

It was a device he would employ again in

several later portraits, such as Madame

Moitessier Seated (cat. no. 134) and Comtesse

d'Haussonville (cat. no. 125). In Madame

de Senonnes, however, the mirror hardly

reflects the room: rather, it creates a shad-

owed and ambiguous space, bringing an

air of mystery—Leonardesque, one is

tempted to say—to the painting, and to

the sitter. p . c

.

t, The main source for the biographical infor-

mation in this entry is Gernoux 1931,

pp. 96-106, as excerpted in Naef 1977—80,

vol. 1 (1977), PP-33°-33-

2. In a letter from Rome on July 7, 1814, to his

friend Marcotte d'Argenteuil in Paris (Ter-

nois 1999, letter no. 4), Ingres makes it clear

that the vicomte de Senonnes—and Marie

presumably with him—was in Paris by that

date; Alfred Gernoux (see n. 1, above) says

they returned to France in 1815. Until Hans

Naef read the date of this letter correctly (Naef

1977-80, vol. 1 [1977], PP- 333-34), it was

thought to date from 1816; the letter mentions

the near completion of the portrait, with the

consequence that it, too, was sometimes erro-

neously dated to 1816 in the earlier literature.

3. On the letter of July 7, 1814, see n. 2, above;

the letter of May 26, 1814, is no. 3 in Ternois

1999. In his May letter, Ingres says he has

recently returned from a six-week visit to

Naples (see cat. no. 34).

4. Inv. 867.379; Vigne 1995a, no. 2779.

Provenance: Vicomte Alexandre de

Senonnes; given by him to his brother, Pierre

Vincent Gatien de la Motte-Barace, Marquis

de Senonnes, in 1831 or 1835; his son, Comte

Armand de Senonnes, until 1852; his widow,

nee Adelaide de Bruce; sold by her to a dealer

(Bonin or Bonessin), Angers, 1852; acquired

from him for the Musee de Nantes (now the

Musee des Beaux-Arts, Nantes), 1853

Exhibitions: Paris 1 867, no. 104; Paris

1900a, no. 367 [eb]; Paris 191 1, no. 265 (supple-

ment) [eb]; Paris 1967-68, no. 95, ill.; Nantes,

Paris, Piacenza 1995—96, no. 115, ill.

References: St.-Georges 1858, p. 216; La

Chronique des arts 1867, pp. 132—33; i> Figaro,

April 16, 1867; Le Figaro, April 18, 1867; Blanc

1870, pp. 24-25, 32-33, 99, 144, 170, 228, 232;

Delaborde 1870, no.
1 54; Mommeja 1888, p. 739;

Babin 1898, pp. 21—26; Lapauze 1901, pp. 30—32,

109; Mommeja 1904, p. 67, ill. opp. p. 52;

Lapauze 1905a, pp. 121-22, 137-40; Mommeja

1905a, p. 41, nos. 77-87; Uzanne 1906, p. xiii,

fig. n; Wyzewa 1907, fig. XIII; Lapauze 1911a,

pp. 56, 146, 152-56, 158, 164, 278, 380, ill.;

Fig. 130. Study ofMadame de Senonnes, 1813—14.

Graphite on paper,
5 Vs x 6 in. (13 x 5.3 cm). Musee

Ingres, Montauban (867.383)
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Frohlich-Bum 1924, p. 11, fig. 24; Wiirtenberger

1925, p. 51; Hourticq 1928, p. iv, ill. p. 37; Dessins

deJean-Dominique Ingres 1930; Fouquet 1930,

pp. 49, 82; Gernoux 1931, pp. 87-95, 101-3; Pach

1939, pp. 48,49, 50, 67, 100, ill— 13; Malingue

1943, p. 125, ill. opp. p. 64; Gatti 1946, pp. 93-94,

ill. opp. 144; Cassou 1947, pp. 67, 75, ill. opp.

p. 97; Courthion 1947—48, no. 6, ill.; Hanotaux

in Courthion 1947-48, pp. 151-52; Jamot in

Courthion 1947-48, p. 154; Sizeranne in Courthion

1947—48, pp. no, 121; Alain 1949, ill.; Bertram

1949, fig. XV; Jourdain 1949, cover ill.; Roger-

Marx 1949, p. 26, fig. 20; Scheffler 1949, p. 15,

fig. 20; Alazard 1950, pp. 50-51, 146, n. 13,

fig. XXVI; Benoist 1953, p. 124, no. 1028, cover ill.;

Naef 1954 (Antwortende Bilder), pp. 101— 8, ill;

Wildenstein 1954, no. 109, pis. 40, 45 (detail);

Toulouse, Montauban 1955, under no. 133;

Ternois 1959a, under nos. 176—84; Cambridge

(Mass.) 1967, under no. 24; Picon 1967, pp. 32—33,

67-68, ill. p. 47; Rosenblum 1967a, p. 108, pi. 25;

Florence 1968, p. 13; Radius and Camesasca 1968,

no. 92, ill.; Rome 1968, pp. xxi, xxii; Rizzoni and

Minervino 1976, pp. 48-49, ill.; Naef 1977-80,

vol. 1 (1977), pp. 323-37, fig. 1; Picon 1980, ill;

New York 1985-86, p. 114, ill.; Zanni 1990,

no. 58, ill.; Cousseau 1991, pp. 61-65, "'•> Fleck-

ner 1995, pp. 124-41, ill.; Vigne 1995a, p. 504;

Vigne 1995b, p. too, fig. 72; Roux 1996,

pp. 27-29, 54, ill. pp. 54-55

36. Madame Jean-Auguste-Dominique Ingres,

nee Madeleine Chapelle

Probably early 1814

Oil on canvas

263/
s
x 2i

5/
8

in. (68x54cm)

Foundation E. G. Biihrle Collection, Zurich

London only

Wioy

The woman who was destined to make

Ingres the most contented husband imag-

inable was born in Chalons-sur-Marne in

1782, the sixth and last child of the cabi-

netmaker Joseph-Mathieu-Lambert

Chapelle. Her mother, nee Jeanne Nicaise,

was Chapelle's second wife. Nothing is

known about the lives of her three broth-

ers. Her half sister, Marie, the eldest of the

daughters, married a cabinetmaker, who

took over her father's business. Madeleine's

older sister Sophie married an itinerant

musician named Pierre-Antoine Dubreuil.

Eventually the couple settled in Gueret, in

the Marche, where Dubreuil first worked

as a theater director and later opened a cafe.

At some point after 1804, when their sec-

ond child was born, the Dubreuils sent for

Madeleine, back in Chalons, to help out.

It can be assumed that on her trip south

Madeleine stopped over in Paris and stayed

with her mother's brother. On that occasion

she either first met or renewed her acquain-

tance with her cousins Adele and Josephine,

and everyone must have marveled at how

much alike she and Adele looked.

In Gueret, Madeleine found plenty to

do. In addition to helping her sister with

the children, she may have worked as a

cashier in the cafe, and toward the end of

her stay she also ran her own linen shop.

She was already over thirty when her fate

was decided in a most unexpected manner.

Adele had married a man by the name of

Jean-Francois Maizony de Laureal and

moved with him to Rome, where he had

been posted as secretary of the French tri-

bunal. He was artistic, and the couple num-

bered among their acquaintances a small,

serious painter named Ingres. The story

goes that Ingres fell head over heels in love

with his hostess and that she, thinking that

he might find her look-alike—and unat-

tached—cousin equally desirable, sug-

gested he get in touch with Madeleine.

Astonishing as it sounds, Ingres accord-

ingly sent the following letter off to Gueret:

Rome, August 7, 1813

. . . I'm afraid I've been overly flattered

in the way people have described me to

you. To counterbalance that, I'm sending

you, first, a sketch ofmy small physique,

as you yourself so kindly asked me to. In

addition, I will try to draw for you my
psychological portrait. Here we go, then:

of vices, I'm not known to have any; I

have neither fortune nor a handsome face

but I daresay a distinguished and recog-

nized talent, which needs only the first

opportunity to flourish, and so I hope for

fortune someday, [with] a little order (this

might concern you). I am naturally gentle

by nature and yet I am easily moved to

anger when people argue with me and I

think I'm in the right. They say that my
face gets all red, white, and yellow; per-

sonally, I don't notice this at the time:

only after a while, when I come down

with a high bilious fever. In addition, I

tend to throw my money out the window,

as I never know the value of it. I am nei-

ther sad nor happy, sometimes preoccu-

pied with my art, which is quite natural

when one is as passionate as I am, but I'm

so inordinately sensitive that the slightest

thing makes me at that moment the
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unhappiest man in the world. At such

times I think that I'll never be happy and

that I was born under an unlucky star.

Please don't be put offby all these imper-

fections; I hope that you will make them

all dissipate by bringing with you every-

thing that makes for an excellent wife, as I

believe you are. If so, you will complete

my happiness.
1

Less than six weeks later, Madeleine

arrived in Rome. Ingres's pupil Amaury-

Duval recounted the circumstances of

their first meeting as he heard them later

from his teacher:

He was sad, isolated in Rome. He

confided in one of his friends about the

depression he was feeling; that friend

happened to have in his family a young

woman gifted with all the qualities that

could ensure his happiness. Everything

was arranged by correspondence. One

day, they told him that his fiancee was

about to leave for Rome, and that he

should await her arrival. The date was

fixed. M. Ingres went all the way to

Nero's tomb to meet up with her, and

there he saw the woman who was going

to be his wife climbing down from a car-

riage. "And [she has] kept," he added,

looking at her, "all [my] friend's prom-

ises, and more."
2

They were married on December 4,

1813, in the church of San Martino ai

Monti. So began the most harmonious of

marriages, one that provided Ingres with

constant joy for thirty-six years. There is

nothing she would not have done for him

with alacrity, nothing about her that did

not nourish his love for her. Their sole

disappointment was their lack of children;

the infant they looked forward to so eagerly

in the year following their marriage was

stillborn, and no more followed. Ingres

never spoke of Madeleine except with

affection. In his letters he rarely refers to

her simply as his wife, but as "ma

bonne femme."

In May 1849 his beloved Madeleine sud-

denly was taken ill, and though her symp-

toms seemed harmless enough at first, they

had clearly worsened by early July. On

July 27, to Ingres's immense sorrow, she

was taken from him. On August 2 the

artist's favorite pupil, Hippolyte Flandrin

(see cat. nos. 155, 158), described her death

to his brother Paul: "You can't imagine the

painful scenes we've witnessed these past

few days. ... Up to her last breath, the dear

and worthy woman recognized us. A cruel

spectacle, but one that also has its consola-

tions!" 3 Ingres was devastated. On the

day after her death he wrote to his old

friend Charles Marcotte:

It is in the most horrible despair that I

must now break your heart: Yesterday I

lost my wife, my poor wife, and I too

could die from a pain that nothing can

express. You loved her so much, you, my
worthy friend, all your loved ones, and

everyone who knew her. But for me, for

me, she is dead, and I will never see her

again. My dear friend, my dear friend,

never again! It's horrible and I rage

against everything, against Heaven itself,

but what is to become of me! Everything

is finished. I no longer have her, no longer

have a home. I am broken and all I can do

is weep in despair.4

It is only natural that Madeleine's por-

traits should figure most prominently in

the artist's oeuvre. She not only appears

in this painted portrait and nine portrait

drawings 5 but also served as the model for

any number of figures in Ingres's narrative

paintings. The painted portrait of Madeleine

was surely done not long after the couple

married in December 1813. She has a fresh

and youthful air, and there is no visible sug-

gestion of her pregnancy, which was well

under way by the following summer. The

perfect oval of Madeleine's face and the

gentle idealization of her features are remi-

niscent of Raphael's Madonnas. But the

presentation is immediate and direct, as

Madeleine looks candidly at the spectator.

It is indeed one of the tenderest portrait

paintings of the early nineteenth century.

The feeling ofintimacy is enhanced by the

fact that the painting is unfinished; clearly it

was intended for the couple's eyes only.

Madeleine's features are quite complete,

albeit thinly painted. But her body and

costume—a high-waisted dress, diaphanous

chemisette, and ruff, and a shawl casually

draped across her shoulders—are only

broadly indicated with dark brush marks,

and sketchily filled in with thin washes of

ocher and beige, in places transparently

n 1

Fig. 13 1. MadameJean-Auguste-Dominique

Ingres, nee Madeleine Chapelle, probably 1813

(N 97). Graphite and watercolor, S
1
/ x 5% in.

(21.5 x 14.8 cm). Musee Ingres, Montauban

revealing the ground. In its free execution

and lack of finish, this portrait recalls Ingres's

two earlier likenesses of friends in Rome,

those of the architect Desdeban (cat. no. 28)

and the sculptor Paul Lemoyne (cat. no. 29).

The Raphaelesque quality of the por-

trait can no doubt be attributed to the fact

that at the time Ingres and Madeleine met,

the artist was painting a cycle of pictures

on the life of Raphael, and in Raphael and

the Fomarina (fig. 127) he delighted in giv-

ing the features of his own bride to La

Fomarina ("the baker's daughter"), who

was the great love of his venerated master.

A sketch of Madeleine in preparation for

the figure of La Fomarina (The Metropol-

itan Museum of Art, New York, Lehman

Collection) is one of the most beautiful

drawings he ever made. It is more difficult

to recognize Madeleine in other works, but

her ample physical type is represented

throughout Ingres's oeuvre, especially

among his nudes. The artist recalled her

even at the end of his long career in The

Turkish Bath (fig. 220), his last masterpiece.

Ingres's portrait drawings of Madeleine

record the passage of nearly three full

decades. The earliest of them, undated

(fig. 131), was executed shortly after her
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arrival in Rome, probably before their

marriage.
6

It is his only pencil portrait that

is tinted in watercolor. Although she was

not exactly a goddess and her costume

—

especially the incredible hat—shows her

to be a child of the provinces, her face

radiates a purity and warmth that Ingres

achieved in no other portrait.

The young woman soon became part of

Ingres's everyday surroundings, and his

subsequent portraits of her, whatever the

occasion, appear to have been produced

out of the very air he breathed rather than

with the objectivity of the classical por-

traitist. One drawing of Madame Ingres

from the 1820s is unusual in that it is so

spontaneous (cat. no. 96). The artist seems

simply to have come upon his wife as she

was completely absorbed in her sewing.

The Florentine lamp suggests that the draw-

ing was executed before Ingres returned

to Paris from Italy at the end of 1824, and

the dress Madeleine wears dates it to that

year at the earliest.

Another likeness (cat. no. 108) also

recalls the couple's sojourn in Florence,

for the artist inscribed it, in his wife's name,

with the dedication: "Madame Ingres a sa

bonne amie Madame Thomeguex." This

must have been Madame Pyrame Thome-

guex, nee Jeanne Gonin, whose portrait

Ingres painted in Florence in 1821, the year

before her marriage (cat. no. 87). A series

ofportrait drawings made between 1821

and 1841, ofwhich this is one of the later

ones, attests to Ingres's gratitude to the

Gonin and Thomeguex families for their

kindness during his stay in Florence. In

none of the artist's other portraits of his

wife does she look as bosomy, kind, and

lovable as she does here.

The first two dated portraits of Madeleine

were executed not long after the one for

Madame Thomeguex. One of these, in the

Musee Municipale, Gueret (N 327), bears

the dedication "Ingres a Sophie Dubreuil,

sa chere soeur, 1830." The other, also of

1830 (cat. no. 109), is sketchier and not

composed with such forethought. It is

enriched with a self-portrait of the artist

in the background, apparently an after-

thought. The dedication reads: "Ingres . . .

a ses bons amis Taurel, 1830" ("Ingres for

his good friends [the] Taurels, 1830"). The

engraver Andre-Benoit Barreau Taurel

and his wife were old friends of the Ingre-

ses from their early years in Rome (see

cat. no. 73). By this time they were living

in Amsterdam. Madeleine was the god-

mother of their first child, and their second

had been named Auguste in honor of

Ingres. These close ties may explain the

casual nature of the drawing.7

In none of his other later portraits of

Madeleine did Ingres focus as intently on

her eyes as he did in one executed in Rome

in March 1835, three months after assum-

ing the directorship of the Villa Medici

(fig. 186). He apparently undertook the

drawing at Madeleine's request, for it was

she who inscribed it "Mme Ingres a Mile

Maille." The recipient was Caroline

Maille, the daughter of an old friend of

Ingres, who in 1836 married Jean-Henri

Gonse. She would herself be immortalized

in a portrait drawing by Ingres in 1845

(N 402) and a painted one in 1852 (fig. 208).

Madeleine's face is framed by the latest in

millinery, but her eyes reflect the goodness

and constancy that were such a blessing to

Ingres in their life together.

Ingres's last portrait of Madeleine dates

from 1 841, near the end of their stay at

the Villa Medici in Rome (cat. no. 118).

Approaching sixty, she had grown thinner,

and age had begun to leave its traces on

her features. Again it was a present for a

woman friend; the dedication reads "Ingres

for Madame Lepere." The recipient was

the wife of the well-known architect

Jean-Baptiste Lepere and the mother-in-

law of his even more famous colleague

Jacques-Ignace Hittorff (Ingres executed

portrait drawings of Madame Lepere her-

self, her husband, her daughter, and her son-

in-law).
8
Madeleine, the least affected of

women, again wears an elaborate hat that

belies her simple nature, yet in the midst

of all the frills her countenance glows with

the same purity as always.

H.N./ P. C.

For the author's complete text, see Naef

1977-80, vol. 1 (1977), chap. 40 (pp. 358-78).

1. Lapauze 1910, pp. 251-52; reprinted in

Naef 1977-80, vol. 1 (1977), P- 359-

2. Amaury-Duval 1878, pp. 177-78; reprinted

in Naef 1977-80, vol. 1 (1977), p. 361.

3. Flandrin 1902, pp. 146-47; reprinted in

Naef 1977-80, vol. 1 (1977), p. 364.

4. Ingres to Marcotte, July 28, 1849, quoted

in Naef 1977-80, vol. 1 (1977), p. 364;

in Ternois 1999, letter no. 62.

5. Cat. nos. 96, 108, 109, 118; figs. 131, 186;

N 127; N 128 (Musee du Louvre, Paris);

N 327 (Musee Municipal, Gueret).

6. It was engraved in 1851 by Achille Reveil

and early in the twentieth century by Jean

Coraboeuf (Salon of 1906).

7. It was photoengraved by E. Charreyre

in 1896.

8. All are in the Musee du Louvre, Paris;

N 337, N 338, N 321, N 320.

Provenance: Mme Pierre-Antoine

Dubreuil, nee Jeanne-Sophie Chapelle, Gueret;

by descent to M. Mingasson; purchased from

him by Henry Lapauze (1867-1925), Paris,

1910; his posthumous sale, Hotel Drouot, Paris,

June 21, 1929, no. 53; acquired at that sale by

Paul Rosenberg and Co., New York; acquired

from that gallery on September 22, 1952, by

Emil G. Biihrle (1890-1956) ; transferred to the

Foundation E. G. Biihrle Collection, Zurich, i960

Exhibitions: Paris 1911, no. 23; Saint

Petersburg 1912, no. 657; Paris 1913, no. 185 [eb];

Copenhagen 1914, no. 120; Paris 1922c, no. 48

[sic] [eb]; Paris 1923b no. 5 [eb]; Paris 1928,

no. 100 [eb]; London 1932, no. 299; New York

1934, no. 25 [eb]; Zurich 1958b, no. 104; Munich

1958-59, no. 86

References: Lapauze 1911a, pp. 166-68,

ill.; Moller 1914, p. 159; French Art 1933,

no. 411 [eb]; Scheffler 1949, pi. 22; Wildenstein

1954, no. 107, pi. 48; Radius and Camesasca

1968, no. 87 {"iSi5?"); Naef 1977-80, vol. 1

(1977), pp. 358—78, ill.; Ternois 1980, p. 79,

no. 119, ill.; Vigne 1995b, p. 119, pi. 87
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INDEPENDENT PORTRAIT
DRAWINGS, 1806-1820

37. Jean-Fran^ois-Julien Menager

1806

Graphite

9 '4X 6%in - (24- 2 x U-Scm)

Signed and dated right, below center: Ingres.

1806 / a Rome [Ingres. 1806 / in Rome]

Private collection

New York only

N41

A small exhibit at the Ecole des Beaux-Arts

in Paris in 1889, titled "Portraits d'Archi-

tectes," included two Ingres pencil portraits

of Jean-Francois-Julien Menager—this

one dating from 1806 and the other from

1810 (N 60).
1

At that time they belonged

to the architect's son, Henri Menager. They

were passed down in the family through

the first half of the twentieth century. This

drawing was still owned by the subject's

great-granddaughter in 1963. The later

drawing, then owned by a relative of hers,

is known today only in the form of a copy

by an unknown artist.
2

Menager was born in Paris in 1783, the

son of a cabinetmaker. Even as a boy he

aspired to become an architect. He studied

under Claude-Mathieu Delagardette and

Laurent Vaudoyer and at fifteen entered

the Ecole des Beaux-Arts. 3 Two years

later, in 1800, he won the Prix de Rome.

As we know from the biography of Ingres,

who was awarded the same prize in 1801,

the state coffers were so depleted that

prizewinners in those years were forced to

wait to claim their scholarships. Menager

arrived in Rome in 1805 and remained

there for the full five-year term of his

award. Since he had no money of his own,

his studies were restricted to Rome and

its environs, save for a four-week visit to

Florence in 1808 and another of about

the same length in Naples in 1810. He left

for home in October 1810, stopping in

Bologna, Venice, Vicenza, Milan, and

Turin on the way.

Life in earnest began for the young

architect back in Paris, and he proved to be

fully prepared for it. The year after his

return, he accepted a position in the civil

service. He married in 1816, and in time the

union produced two sons and a daughter.

In 1831 he was promoted to chief architect,

fourth section, for public works in Paris,4

the highest rank he would achieve. In 1838

he was elected to the Legion of Honor, 5

and after nearly half a century ofpublic

service he retired in 1859. The last years of

his life he spent in Saint-Germain-en-Laye,

where he died in 1864.

In his family he is remembered as a

solid, scrupulously honest man who

behaved according to strict principles. As

an architect, however, he is not so easy to

characterize. His certificate of service shows

that he was not presented with any partic-

ularly important tasks, and apparently he

was not ambitious enough to go after them

on his own. His Prix de Rome was almost

the only prize that lends his career a cer-

tain distinction. Even in his youth he

appears to have been rather sober; his let-

ters home to his parents reveal no particu-

lar enthusiasm, and his many surviving

drawings of Italian motifs are uninspired.

Thanks to those letters home, it is possi-

ble to date this portrait drawing within a

few weeks:

Rome, March 8, 1806

I am very touched by your wish to have

my portrait. Rest assured that if I can send

it to you before Ingres gets here, I'll be

more than happy to do so. In any case,

Ingres promised me he would do it, so you

can be sure that as soon as he arrives he will

keep his word and I'll send it on to you.

Rome, October 4, 1806

I've learned with great pleasure of

Ingres's departure. We received news of

him from Lyons, and we hope to welcome

him here in ten days. . . . When Ingres has

done my portrait, I will send it to you the

first chance I get.

Rome, November 12, 1806

People are perhaps right to say that "time

spent in Rome is the most wonderful time

of one's life." If I were fortunate enough

to have you all here, I wouldn't doubt the

truth of that for an instant. I love Rome

because of what I'm studying and because

for artists it's the most beautiful land in the

world. But when I think how far I am from

you, I feel that I'd gladly return to France.

In the meantime, I'm working—not to the

point of ruining my health but enough to

get the most out ofmy trip and, I hope,

to return from it with some talent.
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M. Callamard, a sculptor and one of

our best friends, left for Paris this morn-

ing. He is supposed to pay you a visit, and

he'll bring you the little portrait that

Ingres made. The model for that portrait

loves you all and sends you his fondest

kisses. . .

.

p.s. The drawing I'm sending needs to

be framed very carefully, since it was

done in pencil. M. Simon, whom I've

already mentioned, can handle it, espe-

cially since he knows M. Ingres and

knows the best way to frame his drawings.

When you bring it to him for framing,

please be careful not to roll it up. The

safest way to carry it would be to put it in

one of the sketchbooks I left with you.

Rome, January 30, 1807

You haven't said anything about M.

Callamard, either. Did he bring you the

drawing in question? You didn't expect

me to be so small. That isn't my fault.

Ingres is a bit capricious (just between

us). In Paris he had promised to paint my

portrait, but by the time he got to Rome

he was mentioning it only as a drawing.

You can understand how I couldn't allow

myself to remind him of his promise,

given that such things shouldn't be for-

gotten in the first place.
7

Ingres's second portrait of Menager was

executed in the year Menager's scholarship

ended. It attests to the fact that the artist

and his sitter had developed a warm

friendship in the years they spent together

at the Villa Medici. It is one of a group of

profile likenesses—a type of composition

that suddenly turns up in Ingres's work in

1810, only to disappear again, equally

mysteriously, in 1 81 3. h.n.

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 13 (pp. 159-64).

1. Paris 1889b, p. 11.

2. Naef 1977—80, vol. 4 (1977), ill. p. 115.

3. Delaire 1907, p. 346.

4. "Architecte en chefde la 4
e
section des

travaux de la ville de Paris," unpublished

certificate of service, dated December 5,

1859, formerly in the possession of

Menager's great-granddaughter Madame

Charles-Henri Boud'hors.

5. Bauchal 1887, p. 698.

6. Charles-Antoine Callamard (1776—1821).

37

7. Unpublished letters, formerly in the

possession ofMadame Charles-Henri

Boud'hors; quoted in Naef 1977—80, vol. 1

('977), p- 163-

Provenance: Jean-Francois-Julien Menager

(1783—1864), Saint-Germain-en-Laye; Henri

Menager, his son, Paris, until 1910; Mme
Rodolphe Koch, nee Menager, his daughter,

Paris, until 1914; Rodolphe Koch, her widower,

Paris; presented by him after 1914 and before

his death, in 1926, to his cousin Mme Berthet,

nee Jeanne Person, later Mme Charles-Henri

Boud'hors, great-granddaughter of the subject;

sold out of the family, 1972; private collection

Exhibition: Paris 1889b, p. 11

References: Jouin 1888, p. 128 (unless

Ingres's 1810 portrait of Menager is meant);

Anon., June 22, 1889 (T. W.), p. 189; Naef 1966

("Portrait Drawings"), pp. 255-58, no. 1, p. 280,

pi. 1; Naef 1977—80, vol. 4 (1977), pp. 78-79,

no. 41, ill.
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38. Lucien Bonaparte

ca. iSoy

Graphite

$
r^x 7^ in. (23.6 x 18.5 cm), framed

Apocryphal signature lower right, added in 1928

at the earliest:
1

Ingres

Private collection

N45

Lucien Bonaparte (1775—1840), six years

younger than Napoleon and the most

gifted of his brothers, took up residence in

Rome in 1804. He had secured his small

place in history five years before, when as

president of the Council of Five Hundred,

at the age of twenty-four, he had saved his

brother's skin during the coup d'etat of

18 Brumaire (November 9, 1799). In the

intervening years, while serving succes-

sively as minister of the interior and

ambassador to Madrid, the ardent republi-

can had watched with disgust as his

brother assumed increasingly dictatorial

powers. The ultimate breach had come as

a result of Lucien's defiance of the First

Consul's dynastic ambitions. Bonapartes

were supposed to marry royalty and sire

future monarchs, but in 1 802 Lucien had

lost his heart (for the second time—he was

by then already a widower with two small

daughters) to a woman of highly ambigu-

ous origins only recently abandoned by

her husband, a ruined speculator who had

gone off to Santo Domingo to seek his

fortune. Marie-Laurence-Charlotte-

Louise-Alexandrine Jouberthon also had

a young daughter, and in the spring of

1803 she presented Lucien with an illegiti-

mate son. Despite Napoleon's fulmina-

tions, the two were secretly married five

months later. Under the circumstances,

exile was the only option. Lucien and his

family set out for Italy only days after

Napoleon had himself crowned emperor,

and by early May 1804 they were safely

in Rome.

Lucien had amassed a fortune while

ambassador to Spain and later added to it

as a senator, so that he was able to estab-

lish himself in princely style in the Palazzo

Nunez, furnishing it with his extensive art

collection. Alexandrine kept busy bearing

and rearing their children—they would

ultimately have nine of their own, in addi-

tion to the three from their former mar-

riages—while her husband was buying up

villas and estates outside the city. Their

home was a virtual court of the Muses, with

a private theater in which the couple per-

formed before guests, and with any num-

ber of artists on retainer. Lucien's chief

adviser in artistic matters was the painter

Charles de Chatillon, whom he had taken

into his service while minister of the inte-

rior and who remained in the post for

twenty years.

Reconstructing Ingres's relations with

this elaborate household is largely a matter

of guesswork, as the surviving documents

are both scanty and puzzling. The name

"Senateur Lucien" appears in the young

artist's letters home as early as January

1807, only months after his own arrival in

Rome.
2 From their tone, it appears that

Lucien had been advised of Ingres's

exceptional talents by someone back in

Paris—possibly the painter Guillaume

Guillon Lethiere (see cat. no. 52), who

had helped him acquire paintings in Spain

years before—but the only work the sena-

tor offered seems to have been as a copy-

ist, something Ingres rightly felt was

beneath him. Ingres's superb portrait

drawing of Lucien, undated but apparently

executed later that same year, thus comes

as a surprise. In it the senator is seated

on a Roman cinerarium—an allusion to

his fascination with antiquities—his left

leg crossed over his right. Behind him

stretches an exquisite view of Rome: the

Torre delle Milizie and in front of it two

buildings, separated by the Via della

Dataria, belonging to the Quirinal com-

plex. He dangles a pair of spectacles in his

right hand; Lucien was notoriously near-

sighted, a fact Ingres deftly registers in

his portrait.

There are only two other Roman por-

trait drawings in which Ingres shows his

model seated, in full figure, turned

toward the left but facing the viewer, and

seen from below eye level so that the

figure takes on a distinct monumentality.

They are his portraits of the architect

Jean-Francois-Julien Menager (cat. no.

37) and the painter Thomas-Charles

Naudet (fig. 89), both done in 1806.

Ingres seems to have abandoned the for-

mula after this sitting with Lucien Bona-

parte. The portraits of Menager and

Naudet reveal a more casual execution
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typical of Ingres's renderings of artist

friends. In his drawing of Lucien, how-

ever, the young artist engaged every

refinement of eye and hand of which he

was capable. It is almost as though he were

determined to present the great man who

dared think of him as a mere copyist with a

work no other artist in the world could

have matched. Yet, given the absence of a

signature and date, one has to wonder

whether Ingres's imposing sitter actually

accepted the portrait. It may simply have

disappeared into one of Chatillon's

portfolios.

The artist's next known contact with the

family was eight years later, in 1815. The

Bonapartes had only recently returned to

Rome from four years of internment in

England, following their capture during an

attempted escape to America. To welcome

him back, the pope had bestowed on

Lucien the title of Prince of Canino. Then,

in March, at the beginning of the Hundred

Days, Lucien had set out for Paris eager

to effect a reconciliation with his brother.

On his homeward journey in June, he was

detained by the Allies and held prisoner in

Turin until September. In his absence

Madame Bonaparte commissioned two

more Ingres portrait drawings, one showing

her surrounded by eight of their children

(fig. 91) and one of herself alone (fig. 90).

The first of them must have been executed

in the early summer—within weeks of

Waterloo—for in it Alexandrine is not visi-

bly pregnant. In the second she is clearly

within weeks or even days of being deliv-

ered ofher son Pierre, an event her husband

was able to celebrate in early October,

shortly after his release. The group por-

trait is the richest of all Ingres's portrait

compositions and unquestionably one of

the supreme achievements of his career.

Lucien spent the remaining years of his

life out of the spotlight, devoting himself

to his studies, to archaeology, and to his

collections. He died in Viterbo in 1840.

Alexandrine lived another fifteen years,

until felled in a cholera epidemic in 1855.

In early 1843 she contacted Ingres, asking

if he would agree to authenticate various

works of art she intended to sell. In her

letter she relates that his magnificent group

portrait drawing had recently been stolen

but that the trusty Chatillon had managed

to buy it back at a public sale in Paris' and

place it in the hands of her agent, Comte

de Chaumont-Quitry.4 Much as he must

have been cheered by her news, Ingres

seems to have been annoyed by her

request, and when Chaumont-Quitry

called on him several days later, he put

him off, claiming he was "prodigiously

busy." 5 Informed of this by her emissary,

the princess responded with an anecdote

that confirms Lucien's shocking indiffer-

ence toward Ingres and his art:

What you say about Ingres's coldness

doesn't surprise me very much. ... I

know he hadn't been treated well by

Lucien over a certain portrait he did of

me, and in which we have to admit that

he failed, at least as far as the resemblance

is concerned. My husband, too biased

in favor of his Laurence-Alexandrine,

made me three or four enemies among the

artists who have painted my portrait.
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I believe he punctured Ingres's, among

others, or that he threw it in the fire! . . .

While Lucien was in Paris, Ingres

seemed to bear no ill will toward us. It's

true that back then he was only a student

at the Academie, when he did the drawing

that you have.
6 H . N

.

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 55 (pp. 504-38).

1. The illustration in Goulinat 1928, p. 113,

does not show it.

2. Lapauze 1910, pp. 97-99, 129, 158, 182—83, 186.

3. This auction has never been identified.

4. Langle 1939, pp. 40-41.

5. Ibid., p. 42; quoted in Naef 1977-80, vol. 1

(1977), P- 53 6 -

6. Ibid.

Provenance: Possibly Lucien Bonaparte

(1775-1840); perhaps the painter Charles de

Chatillon until after 1843; anonymous private

collection, south of France, until about 1928;

acquired by H. R. Stirlin, Saint-Prex, Switzerland

(according to Jean-Gabriel Goulinat); sold by

him, i960; purchased by John Goelet from

Wildenstein & Co., Inc., New York, 1963;

deposited at the Museum of Fine Arts, Boston;

purchased from Goelet through Wildenstein &
Co., Inc., by the present owners, 1975

Exhibitions: Zurich 1937, asMarquisde

Chatillon (not in catalogue); Geneva 1954, no. 238,

asMarquisde Chatillon; Zurich 1958a, no. B3;

Cambridge (Mass.) 1967, no. n, ill.; Paris

1967-68, no. 33, ill.; Kansas City 1969, no. 61, ill.

p. 68; Washington, New York, Philadelphia,

Kansas City 1971, no. 142, ill.; London 1972,

no. 662

References: Goulinat 1928, ill. p. 113,

as Portrait d'homme; Alaux 1933, ill. p. 163, as

Le Peintre Isabey; Cassou 1936, ill. p. 147,

as Portrait d'homme; Naef i960 ("Ingres-

Zeichnungen"), pp. 36-40, ill. p. 39 (sitter

identified); Vermeule 1964, p. 192, n. 21; Naef

1966 ("Portrait Drawings"), p. 257; Radius

and Camesasca 1968, p. 122, ill.; Gallery Events

1969, ill.; Ternois and Camesasca 1971, p. 122,

ill.; Delpierre 1975, p. 25; Naef 1977-80, vol. 4

(1977), pp. 84-85, no. 45, ill.; Pansu 1977, pi. 22;

Whiteley 1977, p. 30, no. 14, ill; Borowitz 1979,

pp. 257-59, ill; Ternois 1980, p. 34, ill.; Mraz

1983, p. 41, pi. 10; Tubingen, Brussels 1986,

p. 29, ill.
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39. Victor Dourlen

This likeness of the composer Victor

Dourlen is the second in the series of por-

traits that Ingres drew of his fellow board-

ers at the Academie de France in Rome.

The first, of the architect Menager (cat.

no. 37), dates from 1806; there are none

from the following year.

Dourlen was born in 1780 in Dunkerque,

the son of a respected merchant.
1

At the

age of twelve he had watched Revolution-

ary mobs plunder his family home. His

father survived the crisis and later sent his

son to apprentice at a Paris banking house,

expecting him to follow in his own foot-

steps. Drawn to music, however, Dourlen

studied at the Conservatoire instead. He

was awarded the Prix de Rome in 1805

and arrived at the Villa Medici in 1806, the

same year as Ingres. His opera Philocles

had been performed at the Opera-Comique

in October, shortly before his departure.

Although a critical success, it failed to

captivate the public.

It was no doubt Dourlen's seriousness

that led to the friendship with Ingres to

which this portrait attests. Dourlen found

the Roman climate detrimental to his

health and returned to France prematurely

in the summer of 1808; the drawing was

possibly produced as a farewell present.

With his portrait the composer took with

him not only a reminder of an important

period in his life but also of his Roman

lodgings, for Ingres posed his subject in

front ofone of the windows of the Academie

with a view of the towers of Santissima

Trinita dei Monti and the obelisk above

the Spanish Steps.

When leaving Rome, Dourlen hoped to

be allowed to use the balance of his schol-

arship for study in Germany, as the musi-

cal life of the North appealed to him more

than that of Italy. In this he was fully in

agreement with Ingres, who wrote:

Music! what a divine art! honest, for

music, too, has its mores. Italian music has

only bad ones: but German music! . .

.

Never anything Italian! To the devil with

that vulgar, trivial [style], where every-

thing—even "I'll see you damned!"

—

is said in a warble!
2

Back in Paris, Dourlen was extremely

productive, by 1822 writing another eight
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operas, in addition to numerous instrumen-

tal works. It was as a teacher, however, that

he found his true calling. He began teaching

part time at the Conservatoire in 1811 and

was promoted to professor ofharmony in

1816. In 1838 he published a treatise on

harmony written long before, which was

promptly adopted as the official conserva-

tory textbook. It was apparently for that

work that he was named a chevalier of the

Legion of Honor in the same year.

Dourlen retired in 1842 and died in 1864.

A twentieth-century encyclopedia of

music includes the following summary of

his career:

As a cultivated and clever musician who

deeply pondered the fundamentals of

his art, Dourlen was one of the most

intelligent composers of his generation.

Endowed with a gift for the theater, he

wrote enchanting operas comiques and

followed in the line of Mehul and Boiel-

dieu. Along with Herold and the young

Auber he upheld the brilliant tradition of

French opera. His works for piano are

also praiseworthy, very well written and

exceedingly elegant. Yet his greatest

influence was as a theoretician. . . . Per-

haps it was the excess of scholarship and

the somewhat exaggerated severity of his

style that caused his compositions to be

forgotten so soon after his death. One has

to concede that though his music is well

constructed it is a rather calculated "Rome

prize music," and that his intelligence too

often triumphs over his emotions. Never-

theless, he deserves a place ofhonor among

the immediate precursors of Berlioz.'

H.N.
39

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 15 (pp. 170—73).

t. The following biographical details are drawn

from Carlier 1864.

2. Quoted in Delaborde 1870, pp. 167, 170;

reprinted in Naef 1977—80, vol. 1 (1977),

p. 171.

3. Georges Favre in Blume 1949—79, vol. 3

(1954), col. 716.

Provenance: Victor Dourlen (1 780-1864),

Paris; by 1911, Emile Blondont; Mme Emile

Blondont, his widow, Paris, until 1957; her

daughter, Mme Yvon Delatour, nee Madeleine

Blondont; purchased from her in Paris by the

present owner, 1957

Exhibitions: Paris 1911, no. 78; Stockholm

1958, no. 258; Zurich 1958a, no. B2; New York

1988b, no. 20, ill.

References: Naef 1957 ("Notes I"), pp. 180-

83, ill.; Naef i960 (Rome), p. 27, n. 52; Naef

1977-80, vol. 4 (1977), pp. 90-91, no. 48, ill.
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40. Auguste -Jean-Marie Guenepin

1809

Graphite
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Signed and dated lower left: Ingres f. roma

1809. [Ingres (made this in) Rome 1809.]

National Gallery ofArt, Washington D. C.

Gift ofRobert H. and Clarice Smith igy5.yy.2

Washington only

N5z

The profundity of an Ingres portrait derives

in part from the way the sitter's body, how-

ever obscured by clothing, contributes to

the expression of a personality. Striking in

this portrait is the stiffness of Guenepin's

body and its awkwardness. A viewer might

even be tempted to question the author-

ship of the work if it did not otherwise dis-

play such obvious reflections of Ingres'

s

hand. The explanation lies in the future

architect's childhood, when he suffered a

developmental disorder that marked him

for life. Thus, Guenepin's posture in the

drawing is not the result of a momentary

lapse on the part of the artist but rather an

example of his absolute candor in register-

ing what he saw before him.

The architect won the Prix de Rome in

1805, and his stay at the Villa Medici cor-

responded precisely with that of Ingres

(in the background of the portrait can be

seen the garden facade of the palace at the

villa). The two men again became col-

leagues when Guenepin was inducted into

the Academie des Beaux-Arts in 1833. He

won that honor not so much for his own

works, few ofwhich had been realized, as

in recognition of his outstanding reputa-

tion as a teacher and head of an atelier.

At the time of Guenepin's death, his pupil

Paul Lequeux—himself a winner of the

Prix de Rome who lived at the Villa Medici

when Ingres was director—recounted his

master's experience of Italy:

During the first years of his stay in

Italy, M. Guenepin collected much infor-

mation; he measured and sketched many

buildings, putting off until the end of his

Italian sojourn the task of copying out

neatly all the precious documents that he

wanted to keep with him. But after three

years, a virulent fever suddenly attacked

the artist and took him down with it. In

periods of remission, M. Guenepin worked

all the more fervently, only to sink even

lower when the fever raged anew.

Imagine, gentlemen, how keen must

have been the love of study driving

M. Guenepin to sustain him in that almost

continual struggle for more than two

years. But finally, he was forced to return,

to leave Rome; he took with him, in notes

and manuscripts, drawings that demon-

strate the exquisite taste of the man who

executed them, and that make us sorry

that time, and especially his health, did

not allow him to develop them for every-

one's benefit.

Among many other works, M. Guenepin

made one very interesting sketch of the

ruins of Hadrian's Villa, where the

emperor-architect caused to be built, from

his own drawings, reproductions of such

Greek and Egyptian monuments as the

Athenian Poecile Stoa, Academy, Lyceum,

and Prytaneum, the Canopus of Alexan-

dria, and so on, as he had seen them dur-

ing excursions into the provinces of his

vast empire. You understand, gentlemen,

how important this work is from the dual

perspective of art and archaeology, and

how well it suited M. Guenepin, whose

talents as an investigator were so well rein-

forced by [familiarity with] classic studies

by the ancient authors.

M. Guenepin had also planned to pub-

lish, and make more widely known, build-

ings by the famous architect [Giacomo]

Barozzi da Vignola, whose name has

become familiar almost exclusively through

his writings, namely, his treatise on the

five orders of architecture. But forced to

abandon that project, for which he had

gathered much material, M. Guenepin lost

no time in sending to other artists (who

later conceived the same idea) all the

drawings he had made strictly out of love

for art—the same sentiment that inspired

him to donate the drawings so generously.

In 1810, then, M. Guenepin left Italy,

with the sincere good wishes of his col-

leagues, who were eager to give him a

parting token of their friendship: a pre-

cious album, in which architects, painters,

sculptors, engravers, and musicians

expressed—each with the resources of his

art—their feelings for their friend.
1

H.N.

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 17 (pp. 178-83).

1. Lequeux 1842, pp. 7-9; reprinted in Naef

1977-80, vol. 1 (1977), pp. I79-80 -

Provenance: Auguste-Jean-Marie Guenepin

(1780-1842), Paris; Auguste-Louis-Jean-Etienne

Guenepin, his son, until 1890; Mme Georges-
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Fernand Chevillard, nee Jeanne-Marie-Gabrielle

Guenepin, his daughter, until 1948; Gaston

Delestre, her grandson, Paris, until 1970; his

heirs; Robert H. and Clarice Smith; their gift

to the National Gallery of Art, Washington,

D.C., 1975

Exhibitions: Geneva 1951, no. 156, pi. XIX;

Paris 1952-53, no. 154, pi. XXV; Toulouse,

Montauban 1955, no. 112; Paris 1967a, no. 23;

Washington 1978, p. 92

References: Diehl 1950, ill. p. 51; Santa

Barbara 1959, no. 95 (copy by another hand);

Naef i960 (Rome), p. 27, n. 52; Connoisseur, March

1962, ill. p. CXV1 in the advertising section

(copy by another hand); N aef 1977-80, vol. 4

('977), pp.98-99.no. 52, ill.
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41. Merry-Joseph Blondel

1803

Graphite
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Ingres's portrait of Merry-Joseph Blondel

dates from the year in which the two

artists became fellow students in Rome.

The palace of the Villa Medici, where they

boarded, appears in the background of this

drawing. Blondel had won the Prix de

Rome in 1803, two years after his col-

league, but arrived only in 1809 at the villa

where Ingres had been living since 1806.

In her interesting assessment of Blondel's

long friendship with Ingres, Germaine

Guillaume presented the following

account of the young artist's background

and early years.

Merry-Joseph Blondel, born in Paris on

July 25, 1781, was the younger son of

Joseph-Armand Blondel, a painter and

decorator and a member of the Academie

de Saint-Luc, and Marie-Genevieve Mar-

chand. His brother was Charles-Francois-

Armand, Architect to the King, and his

sister was Marie-Anne-Felicite, who mar-

ried [the bronze-caster] Lucien-Francois

Feuchere. On the advice of his maternal

uncle, Merry-Joseph went to work for a

notary at the age of fourteen, where he

spent nearly "two excruciating years."

At the child's fervent insistence, his

father took him out of the notary's office

and, with all good intentions, got him a

job at the Dihl et Guerhard porcelain

manufactory, where young apprentices

studied drawing and learned how to

become porcelain painters. [Charles-

Etienne] Leguay taught figure drawing

there, and in very little time Blondel

made remarkable progress. "Five days

out often were devoted to that study,

and the other five to painting decora-

tions." But once the Revolutionary

upheaval had passed, the drawing section

was eliminated, and to meet the growing

demand for porcelains, especially from

abroad, the students had to stand in for

the workers in executing the commis-

sioned paintings.

Blondel convinced his father to break

his apprenticeship contract and entered

[Jean-Baptiste] Regnault's studio, where

in one year he was awarded the prize for

best torso, the prize for best expressive

figure, and several medals besides, which

led his friends to nickname him Monsieur

de Cinq-Prix [Mr. Five-Prizes].

The following year, 1803, he won first

Grand Prize for the subject of Aeneas

Rescuing His Father from Burning Troy.

But no one was sent to Rome that year,

and Blondel did not leave for Italy until

1809, with Regnault's backing.'

We do not know why Blondel used only

three of the four years of his Roman schol-

arship, but it is apparent that in the eyes of

his contemporaries the painter had spent

his time well. He was awarded important

state commissions, and the resulting works

in public buildings can be admired to this

day. The frescoes he executed in and

around Paris—in the Louvre, in Notre-

Dame de Lorette, at the Paris Bourse, in

the chateau at Fontainebleau, and in the

church of Saint-Thomas-d'Aquin—show

him to have been an artist who never man-

aged to break the mold of his time but who

worked within his school with competence

and aplomb.

Blondel was honored with a professor-

ship at the Ecole des Beaux-Arts in 1824,
2

and after the Salon of that same year he

received—along with Ingres—the cross

of the Legion of Honor from the hand of

Charles X. In 1825 Blondel competed for a

seat in the Academie des Beaux-Arts, 3 but

the choice fell to Ingres, and he was forced

to wait for that distinction until 1832.

In that same year, having lost his first

wife three years before, Blondel married

the daughter of the well-known bronze-

caster Pierre-Maximilien Delafontaine.

In March of 1839 Blondel and his young

wife undertook a trip to Rome. Ingres,

then nearing the end of his tenure as

director of the Academie de France, was

delighted to put them up in the Villa

Medici for the four months of their stay.

In May, Ingres took the vacation trip to

the Marches and Umbria that is docu-

mented by a series of small travel sketches

in the Musee Ingres, Montauban.4 From

Blondel's correspondence it is apparent

that he went along. 5

Blondel appeared to be the favored can-

didate to succeed Ingres at the Villa

Medici when the latter's term expired in

1841, but he was ultimately passed over.
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4'

Ingres wrote him a letter of condolence in

December 1840, and it is filled with gen-

uine feeling for his old colleague.
6
In 1853

Blondel died while completing his fresco

cycle at Saint-Thomas-d'Aquin, the

church where Ingres's own funeral service

would be held fourteen years later.

H.N.

For the author's complete text, see Naef 1977-80,

vol. 1 (1977), chap. 19 (pp. 189-94).

1. Guillaume 1937, pp. 74-76; quoted in Naef

1977—80, vol. i (1977), p. 189.

2. Thieme and Becker 1907—50, vol. 4 (1910),

p. 137.

3. Lapauze 1911a, p. 240.

4, Ternois 1956, pp. 166—67.

5, Guillaume 1937, p. 83.

6, Ibid., pp. 87-8S.

Provenance: Merry-Joseph Blondel

(1781-1853), Paris; Mme Merry-Joseph Blondel,

nee Louise-Emelie Delafontaine, his widow,

Paris, until 1882; Mme Alfred Wittersheim, nee

Emelie-Louise-Eudoxie Blondel, her daughter,

until 1920; Mile Marie Wittersheim, her daugh-

ter; her sale, Hotel Drouot, Paris, room 1, Febru-

ary 22, 1934; acquired from an unknown collector

by the Galerie Wildenstein in Paris, 1936; pur-

chased from Wildenstein & Co., New York, by

Mrs. Grace Rainey Rogers (18(17-1943), New
York, 1940; her bequest to The Metropolitan

Museum of Art, New York, 1943

Exhibitions: Paris 1861 (2nd ser.); Paris

1867, no. 548; San Francisco 1947, no. 4, ill.;

Cambridge (Mass.) 1967, no. 15, ill.; New York

1970, no. 41; Washington, New York, Philadel-

phia, Kansas City 1971, no. 146, ill.; New York

1988-89

References: Galichon 1861b, p. 46; Blanc

1870, p. 235; Delaborde 1870, no. 261; Jouin 1888,

p. 14; Burroughs 1946, p. 161, ill.; Mongan 1947,

no. 3, ill.; Naef i960 (Rome), p. 27, n. 52; Anon.,

March 1 1 , 1967, ill. p. 22; Waldemar George

1967, ill. p. 31; Mongan 1969, p. 141, fig. 1 1 on

p. 145; Naef 1977—80, vol. 4 (1977), pp. 102—3,

no. 54, ill.
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42. Charles-Francois Mallet

1803

Graphite

lo
3/x 8 1

/^in. (26.1s x 21.1 cm)

Signed and dated lower right: Ingres fecit /

roma 1809. [Ingres made (this in) / Rome

1809.]

The Art Institute ofChicago

The Charles Deering Collection 1338. 166

New York and Washington only

N55

Fig. 132. J.-A.-D. Ingres?, View ofRome, 1809.

Graphite on paper, 11 x 8
1/ in. (27.8 x 21.7 cm).

Musee Ingres, Montauban (867.313 bis)

Although the artist did not include his

subject's name on this drawing, scholars

agree that it is indeed a portrait of Charles-

Francois Mallet, who was a civil engineer,

as Henri Delaborde indicated in a refer-

ence to the engraving made after it by

Boucheron and Dien.
1 The entry on

Mallet in Didot's Nouvelle Biographie

generate reads as follows:

Mallet (Charles-Francois), French engi-

neer, born in Paris on July 4, 1766, died

in the same city on October 19, 1853.

Appointed civil engineer in 1791, in 1805

he went to Naples with King Joseph

[Bonaparte], who made him one of three

members of the General Commission on

Civil Engineering. Chief engineer as of

1808, he was sent to the Dora [River]

region and, several months later, was

transferred to the Po region. A handsome

bridge in Turin, the straightening of the

Po near Moncalieri, a hospice on the Ses-

triere mountain pass, a barometric survey

undertaken jointly with M. d'Aubusson

(which was the subject of a very favorable

report to the Institute): these are the prin-

cipal works that marked the engineer's

stay in Piedmont. In 1814, he went to

Rouen to oversee construction of the great

stone bridge. When, in 1824, the govern-

ment conceived the project of using water

from the Ourcq to clean Paris and provide

water to private dwellings, Mallet made a

full study of the undertaking; he took sev-

eral trips to England and published Notice

historique sur le projet d'une distribution

generale d'eau a domicile dans Paris (Paris,

1830), a historical essay on the widespread

distribution of water to Parisian homes.

In 1 840, he retired from the service with

the title of honorary inspector general.

His other writings include Memoire sur la

mineralogie du Boulonnais (Paris, Year III

[1795]); and several reports in the Annales

des Fonts et Chaussees.
2

It appears that Ingres deliberately posed

Mallet in a setting that would allude to his

expertise in building bridges. The engi-

neer stands on the left bank of the Tiber,

not far from the Ponte Rotto. In the back-

ground is the Ponte Fabricio, which con-

nects the Isola Tiberina with Trastevere.

The bridge that Mallet built later in Turin

is still today one of that city's most

remarkable structures. H . N

.

Editor's note: Georges Vigne has recently

suggested that a drawing in the Musee Ingres,

Montauban (see n. 1, below, and fig. 132), which

seems to be a prototype for the architectural

landscape background in Ingres's portrait of

Mallet, may have been made by Mallet himself.

As an engineer, he would have been used to

creating such architectural perspectives—and

perhaps more proficient at them than Ingres.

Ingres would then have copied Mallet's sketch

for the final portrait drawing. The Montauban

drawing does betray a hardness that is foreign to

Ingres's usual delicate touch. Daniel Ternois

(Paris 1967—68, no. 38, p. 66) considered the

Montauban drawing to be a tracing made from

the drawing in the Art Institute of Chicago.

See Vigne 1995a, no. 2716, p. 490.

For the author's complete text, see Naef

1977-80, vol. 1 (1977), chap. 20 (pp. 195-97).

1. Delaborde 1870, no. 359. Begun by Angelo

Boucheron, who died at some time after

1830, the unfinished plate was completed

in 1856 by Claude-Marie-Francois Dien.

An incomplete tracing of the drawing, illus-

trated in Ternois 1959a, fig. 118, is in the

collection of the Musee Ingres, Montauban

(inv. no. 867.313 bis).

2. Nouvelle Biographie generale 1853—66, vol. 33

(i860), cols. 81—82; reprinted in Naef

1977-80, vol. 1 (1977), pp. 195—96.

Provenance: Possibly Baroness Mathilde

von Rothschild, Frankfurt, before 1914; perhaps

the Goldschmidt-Rothschild family; possibly the

royal family of Wurttemberg;* purchased in 1938

from the dealer Jacob Hirsch, New York, by the

Art Institute of Chicago

* "The drawing, I was told, used to be in the

collection of Baroness Mathilde von Rothschild

in Frankfurt and the Goldschmidt-Rothschild

family. Baroness Mathilde von Rothschild died

before the great war [World War I]. She was

the mother of the wife of Baron Edmond de

Rothschild, the head of the Paris branch [of the

family]. It was later owned by a member of

the royal family of Wurttemberg." Dr. Jacob

Hirsch to the Art Institute of Chicago, Febru-

ary 21, 1938.

Exhibitions: Springfield, New York 1939—

40 (not in catalogue); Chicago 1946, no. 30,

pi. XI; Paris 1955, no. 80, pi. 5; Kansas City 1958,
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no. 17, ill. p. 8; Chicago 1961, no. 85; New York

1963, no. 75; Cambridge (Mass.) 1967, no. 14, ill.;

Paris 1967-68, no. 38, ill.; Washington, New

York, Philadelphia, Kansas City 1971, no. 145, ill.

References: Blanc 1870, p. 246 (known from

the engraving by Boucheron and Dien);

Delaborde 1870, no. 359 (catalogued on the basis

of the engraving); Lapauze 1901, p. 267 (known

from the engraving); Lapauze 1911a, ill. p. 98

(the engraving); Lapauze 1911b, p. 48; Anon.,

October 1, 1938, p. 13, ill.; Miller 1938, p. 14,

n. 25, p. 15; Rich 1938, pp. 65-69, ill. pp. 65, 67,

detail ills. pp. 66, 68; Combs 1939, p. 21, ill.

p. 170; Siple 1939, p. 249, ill. p. 247; Alazard

1950, pp. 37, 51-52, 62, n. 20, p. 146, pi. XVIII;

Seligman 1952, p. 44, ill. p. 45; Mathey 1955, p. 11,

under no. 15; Riley 1955, ill. p. 28; Ternois 1959a,

preceding no. 118, see also fig. 118; Naef i960

(Rome), p. 27, n. 52; Anon., October 1963, ill.

p. 464; Mongan 1967, p. 29; Schlenoff 1967,

p. 376; Radius and Camesasca 1968, p. 122, ill.;

Wittkop 1968, ill. p. 212, as General C. F. Mallet;

Jullian 1969, p. 89; Mongan 1969, p. 141, fig. 10,

p. 145; Ternois and Camesasca 1971, p. 122, ill.;

Delpierre 1975, p. 22; Naef 1977-80, vol. 4

(1977), pp. 104-5, n°- 55, ill-; Bro 1978, fig. 2.5;

Ternois 1980, p. 26; Ingres Portrait Drawings

1993, p. 15, ill; Fleckner 1995, p. in, ill.; Vigne

1995a, p. 490, ill.

43. Madame Guillaume Mallet,

nee Anne-Julie Houel

1809

Graphite

tt
3<£x 7<^ in. (23 x ig.6 cm), framed

Signed and dated lower right: J J Ingres D. /

roma / 1809 [J. }. Ingres d(rew this) /

Rome / 1809]

Andre Bromberg

N56

The Mallet banking dynasty traces its ori-

gins to a Jacques Mallet from Rouen who

converted to Protestantism during the

Reformation and was forced to emigrate

to Geneva. There he was given resident

status in 1558, became a cloth merchant,

and attained such prominence that he was

named a member of the Council of the

Two Hundred in 1594.

The actual founder of the French bank-

ing house,
1

which rose to greatness in the

eighteenth century and still survives, was

probably Isaac Mallet, born in the 1600s.

His son Jacques, born in 1724, had two

sons, under whose leadership the business

took on international importance. The

elder son, Guillaume, lived from 1752 to

1826, ending his brilliant career as Regent

de la Banque de France, a post subse-

quently held by one of his sons and one

of his grandsons, as well.

Widowed as a young man, Guillaume

married again in 1785. His bride, Anne-

Julie Houel, is the subject of Ingres's superb

portrait drawing. From her appearance,

somewhat lacking in feminine charm but

altogether imposing, she must clearly have

been a woman of courage and determina-

tion. During the Reign of Terror, when

her husband and brother-in-law were

taken into custody and charged with illicit

dealings abroad, Madame Mallet took the

business in hand and ran it herself until

the two brothers were released. A circular

letter survives in which she informs the

bank's clients that they are to have no

doubts about the two men's innocence,

and that until they are exonerated, which

will surely be soon, the business will con-

tinue to function normally.

Ingres's portrait of Madame Mallet

bears the date 1809. In the following year,

Napoleon named her husband Baron de

l'Empire, and, after Bonaparte fell from

power, the Restoration government con-

firmed Mallet's hereditary title Baron Mallet

de Chalmassy. The baroness died in Paris

in 1849, neariy ninety years old.
2

We do not know what occasioned the

lady's trip to Rome and her encounter

with Ingres, who was then still living at

the Villa Medici. When she commissioned

her portrait from the young artist, she was

doubtless not so much interested in attain-

ing immortality as in securing a small

memento of her visit.
3 That it was intended

as a souvenir is reason enough for the mag-

nificent background view of the dome of

Saint Peter's as seen from the palace of the

Villa Medici. Pierre Lievre has written

—

with no supporting documentation—that

the prospect of the Vatican is an allusion

to the lady's interview with the pope,

and that the letter she holds is a letter of

introduction to the Holy Father. 4
It would

have been very unusual for a woman from

such a staunchly Protestant family to

seek such a meeting; no one in the family

has any knowledge that she did so. In

this regard, it must also be noted that on
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July 6 of the year in question Pius VII

was spirited away into exile in Savona at

Napoleon's command.

On June 14, 1867, Ingres's friend

Edouard Gatteaux wrote to the painter

Pierre-Antoine Labouchere, who had lent

this drawing to the Ingres commemorative

exhibition that year. Gatteaux was perhaps

personally acquainted with Madame Mallet,

for in his letter he observed that at the

exhibition her portrait had been "much

admired for the sureness of touch with

which the artist captured the energetic

character of the subject." 5 h . n .

For the author's complete text, see Naef

1977—80, vol. 1 (1977), chap. 21 (pp. 198—99).

t, For the history of the firm, see Malletfreres et

Cie 1923.

2. Death certificate, Archives de Paris.

3. There is an inscription on the.back of the old

mount that reads: "B nne
Mallet par Ingres.

Portrait fait a Rome en 1809. Il existe une

lettre dans laquelle elle dit se decider a

laisser faire son portrait par un petit peintre."

("Baroness Mallet by Ingres. Portrait done

in Rome in 1809. A letter exists in which she

says she has made up her mind to have her

portrait done by a minor painter.")

4. Lievre 1934, pp. J—6.

5. Gatteaux enclosed his letter to Labouchere

with Ingres's drawing when he returned it

after the exhibition. Bibliotheque Municipale,

Nantes. Quoted in Naef 1977—80, vol. 1

(1977), p- 199-

Provenance: Mme Guillaume Mallet, nee

Anne-Julie Houel (1761— 1849); Louis-Jules

Mallet, her son, Paris, until 1866; Mme Pierre-

Antoine Labouchere, nee Nathalie Mallet, his

daughter, Paris, until 1884; Emile-Georges Mallet,

her nephew; his widow, nee Marie Hartung,

who died after 1934; Charles Mallet, her son;

Mme Charles Mallet, nee Marcelle Lemarquis,

his widow; Mme Pierre Rosetti Balanesco, nee

Odile Mallet, their daughter; acquired from

her by the present owner, 1992

Exhibitions: Paris 1867, no. 563; Paris

1934a, no. 526; Paris 1947b, no. 208; Paris 1956,

no. 121; Paris 1967—68, no. 39, ill.; Rome 1968,

no. 18, ill.

References: Blanc 1870, p. 238; Delaborde

1870, no. 360; Lievre 1934, pp. 5—6, ill. p. 5;

Alazard 1950, pp. 37, 51-52, 62, pi. XIX (the

sitter erroneously identified as the wife of

Charles-Francois Mallet [cat. no. 42]); Mathey

1955, no. 5, ill. (the sitter erroneously identified

43

as Mme Charles-Francois Mallet); Ternois 1959

preceding no. 118; Naef i960 (Rome), p. 27,

n. 52; Radius and Camesasca 1968, p. 124, ill.

(the sitter erroneously identified as Mme Charles

Francois Mallet); Ternois and Camesasca 1971,

p. 124, ill.; Delpierre 1975, p. 24; Naef 1977-80,

vol. 4 (1977), pp. 106-7, no - 56; ill-



44- Dr. Jean-Louis Robin

ca. 1B10

Graphite

n x 83^in. (28.1 x 22.2 cm)

The Art Institute ofChicago

Gift ofEmily Crane Chadbourne 1953.204

New York and Washington only

N5y

The dealer who purchased this drawing at

auction in 1927 came into possession of the

following document, as well:

The portrait of Doctor Robin, chief

physician at the French Hospital in Rome,

was drawn by Ingres, in that city, in 181

1

or 1812. It bears no signature, as it appears

that the rendering of the architecture is

actually the work of a prizewinning archi-

tect and friend of Ingres; normally, Ingres

signed at bottom left, but he was unable to

sign this particular drawing.

This information was communicated

by Doctor Robin himself, along with the

drawing, to his relative M. Merandon,

justice of the peace in Autun, from

whom M. Eugene Froment bought it in

1875 for M. Amaury Duval. The last

bequeathed it to M. Froment, along with

two others (those of M. and Mme Guyet-

Desfontaines), which today are in the col-

lection of M. Bonnat [N 385, 407; Musee

Bonnat, Bayonne]. M. Froment's daugh-

ter, Mme Mazeran, gave this drawing to

her cousin, M. Maurice Bouts, with all the

above-cited information, in 1902, as a

token of gratitude for having settled her

father's estate.

Certified: October 15, 1912

Maurice Bouts
1

The information provided by this one-

time owner of the work is not altogether

trustworthy. Especially suspect is his

notion that the background view ofRome

is not the work of Ingres, but rather that of

an architect acquainted with him. Enough

is known about Ingres's mastery in the

depiction ofRoman cityscapes that this

magnificent view of Saint Peter's from the

Villa Medici serves as a virtual signature.

No one close to him would have been

capable of rendering such a motif with so

much artistry. It is also absurd to assume

that Ingres failed to sign the work simply

because there was no room in the lower

left; Ingres regularly signed his drawings

either at the bottom or the top, left or

right, wherever he felt like signing

them—least often, as here, not at all.

Jean-Louis Robin was born in Nevers in

1775, in seemingly modest circumstances,

for his baptismal certificate records that his

godfather was a cooper and his father "in

the service of M. de Givry."
2 He rose to

the rank of surgeon major in the army and

saw a great deal of the world during the

Napoleonic wars. A copy of his service

record in the archives of the Legion of

Honor, to which he was named only days

before Napoleon's first abdication, relates

that he took part in any number of cam-

paigns, including those in Italy in 1806,

the Kingdom of Naples in 1807, Romania

in 1808, Austria in 1809, Italy in 1810-11,

Russia in 1812-13, and Italy and Belgium

in 1814.

Although Maurice Bouts's certificate

quoted above states that Robin's portrait

was executed in either 1811 or 1812, this

service record places the doctor in Italy

only in 1810-11. It must also be noted that

the earliest dated example of a portrait as

magnificent as this—the one of Madame

Guillaume Mallet (cat. no. 43), which is very

similar in composition and has a similar

view of Saint Peter's in the background

—

was produced in 1809. The two drawings

have a greater resemblance to each other

than to anything else in the Ingres oeuvre,

so it seems logical to place the undated

portrait as close in time as possible to the

dated one, or in 1810—and the style of the

sitter's clothing bears this out, as well.

Moreover, the view of Saint Peter's is ren-

dered from the precise angle offered by

the palazzo of the Villa Medici, and Ingres

moved out of the palace when his scholar-

ship expired in November 1810.

In none of the other portrait drawings

enriched with Roman views are the figure

and landscape combined to such superb

effect. The prospect of Saint Peter's, itself

a masterpiece, forms such a low horizon

that the figure takes on a monumental

grandeur. Its majesty might have seemed

inappropriate had it not been matched

by a countenance of such forcefulness

and calm. h . n .

For the author's complete text, see Naef

1977-80, vol. 1 (1977), chap. 22 (pp. 200—202).

1. Quoted in ibid., p. 200.

2. Baptismal register, Saint- Etienne, Nevers,

entry for February 5, 1775, Archives
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Departementales de la Nievre, Nevers;

quoted in Naef 1977-80, vol. 1 (1977), p. 201.

Provenance: Jean-Louis Robin (1775—

1846), Paris; given or bequeathed by him to

M. Merandon, a relative in Autun; purchased

from him by the painter Eugene Froment-

Delormel for Ingres's pupil Amaury-Duval

(1808-1885), 1875; bequeathed by him to his

pupil Eugene Froment-Delormel, Paris, until

1900; Mme Mazeran, his daughter; given by her

to her cousin Maurice Bouts, 1902; anonymous

auction, Hotel Drouot, Paris, room 10, June 29,

1927, no. 31, sold for 7,000 francs to Cesar Mange

de Hauke; purchased from Cesar de Hauke &
Co., Paris, and Jacques Seligmann & Co., New

York, by Mrs. Emily Crane Chadbourne, Wash-

ington, D.C., 1927; her gift to The Art Institute

of Chicago, 1953

Exhibitions: Chicago 1961, no. 86; New

York 1963, no. 76, pi. XXXI; Cambridge (Mass.)

1967, no. 13, ill.; Dayton 1971, no. 44, ill.; Wash-

ington, New York, Philadelphia, Kansas City

1971, no. 144, ill.

References: Delaborde 1870, no. 409;

Lapauze 1911b, p. 48, ill. p. 51; Zabel 1930,

p. 382, ill. p. 379; Alazard 1950, p. 36; Naef

i960 (Rome), p. 27, n. 52; Cummings 1965, ill.

p. 70; Marjorie B. Cohn in Cambridge (Mass.)

1967, pp. 243-44; Mendelowitz 1967, pp. 153,

155, 340, 375, 379, ill. p. 375; Waldemar George

1967, ill. p. 55; Mongan 1969, p. 141, fig. 9,

p. 143; Art International 1971, ill. p. 53; Naef

1977-80, vol. 4 (1977), pp. 108—9, na 57) iU->

Ternois 1980, p. 35, ill.; Ingres Portrait Drawings

1993, p. 14, ill.; Fleckner 1995, p. 122, ill.
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45- Portrait of a Man

iSn

Graphite

8x6 in. (20.4 x i5.j cm), framed

Signed and dated lower left: Ingres / rome / 181

At lower right, the Francois Flameng collection

stamp (Lugtggi)

Philadelphia Museum ofArt

Henry P. Mcllhenny Collection in Memory of

Frances P. Mcllhenny 1386-26-23

New York only

N68

Because this portrait has traditionally been

referred to as MonsieurJal, the unknown

subject has occasionally been misidentified

as the writer Auguste, or Gustave, Jal

(1795-1873). H.N.

Provenance: Francois Flameng, Paris,

by 1911; his sale, Galerie Georges Petit, Paris,

May 26—27, 19 19, no. 116, as M.Jal, critique d'art;

purchased at that sale for 5,600 francs by Henry

Lapauze (1867— 1925); his posthumous auction,

Hotel Drouot, Paris, June 21, 1929, no. 35, as

Portrait d'homme; purchased at that sale for

46,000 francs by M. Knoedler & Co.; purchased

from M. Knoedler & Co., New York by Henry

P. Mcllhenny, Philadelphia, 1935; his bequest to

the Philadelphia Museum of Art, 1986

Exhibitions: Paris 1911, no. 80, as Gustave

Jal; Cambridge (Mass.) 1934, no. 41; Springfield,

New York 1939—40, no. 37, as MonsieurJal;

Cincinnati 1940; Rochester ^40; Philadelphia

1947, no. 108; Philadelphia 1949; Cambridge

(Mass.) 1958, no. 29; New York 1961, no. 7, ill.;

San Francisco 1962, no. 27, ill., as M.Jal; Allen-

town 1977, pp. 18, 19, ill., -a.?, M.Jal; Atlanta

1984, no. 5, ill.; Boston 1986

References: Lapauze 1911a, ill. p. 110, as

M.Jal; Saunier 1911, ill. p. 10, as Gustave Jal;*

Saunier 19x8, p. 24; La Renaissance de I'artfrancais

1921, ill. p. 221, asM.Jal; Anon., October 1929,

p. 62; Lane 1940, p. 7; Naef 1966 ("Portrait

Drawings"), p. 258; Naef 1977—80, vol. 4 (1977),

pp. 128-29, n0 - 6%, ill-; Philadelphia 1987—88,

p. 61, ill.

*On the illustration at upper left is the hand-

written note "Jal," which is not visible on the

original drawing.
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46. Jacques Marquet, Baron de Montbreton

de Norvins

i8u

Graphite

io
5/£x g 3/

s
in. (26.8 x 21.1 cm)

Signed and dated bottom center: Dessine a

Rome / par Ingres / 181 1 [Drawn at Rome /

by Ingres / 181
1]

Inscribed bottom right by Norvins: ler Mai / jour

de ma fete / Rome / 1811 [May t
sl

/ my name

day / Rome / 181
1]

Virginia Museum ofFine Arts, Richmond

Adolph D. and Wilkins C. Williams Fund

London only

Nji

In this rather informal pencil drawing of

Norvins, Ingres has portrayed the Direc-

tor of Police for the Roman States seated

in front of a lightly sketched view ofRome

with a small dog, possibly a griffon, rest-

ing in his lap. As in Ingres's painted por-

trait (cat. no. 33), the ribbon of a chevalier

of the Legion of Honor is affixed to the

sitter's left jacket lapel. According to the

inscription in ink, apparently in Norvins's

own hand, this drawing was executed in

commemoration not of the sitter's birth-

day (June 17) but rather of the feast day of

his namesake, Saint Jacques le Mineur

(James the Less), which was traditionally

celebrated on May 1.'

There exists a related drawing (Ecole

des Beaux-Arts, Paris) identical in compo-

sition but shown in reverse. This drawing,

which is somewhat awkward in its tech-

nique and lacks the landscape background

as well as the secondary inscription on the

drawing in Richmond, is similarly signed

and dated "Ingres 181 1." Although ini-

tially accepted as an original, the drawing

in Paris is now recognized as a copy

—

possibly by Norvins's widow—of a litho-

graph executed by Jean-Baptiste Muret

after this drawing in Richmond.
2

p. c.

1 . Following the modification of the calendar of

the Catholic Church in [969, this feast day

was moved to May 3.

2. Mathey 1933, p. 117. See also Naef 1977-80,

vol. 1 (1977), PP- 237-39, figs - 3, 5-

Prove nance: Jacques Marquet, Baron de

Montbreton de Norvins (1769-1854); Albert

Goupil, Paris, by 1885; his posthumous sale, Hotel

Drouot, Paris, April 23-27, 1888, no. 340, sold
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for 2,750 francs; Alfred-Louis Lebeuf de Mont-

germot, Paris, by 1913; his posthumous sale,

Galerie Georges Petit, Paris, June 16-19,

no. 119, sold for 11,100 francs, bought in; by

inheritance to his daughter Princesse Louis-

Antoine-Marie de Broglie, until 1929; by inheri-

tance to her daughter Comtesse Bernard de

Laguiche; by inheritance to her husband, until

1974; their son Armand de Laguiche; placed on

the art market by him after his father's death;

purchased from Colnaghi & Co., London, by

Robert H. Smith, Washington, D.C., 1974;

Artemis Fine Arts Ltd., London, by 1984; pur-

chased from that gallery by the Virginia Museum

of Fine Arts, Richmond, with the Adolph D.

and Wilkins C. Williams Fund, 1985

Exhibitions: Paris 1913, no. 333; Paris

1949b, no. 70; London 1975, no. 107; London

1984, no. 37, ill.

References: Blanc 1 870, p. 246; Delaborde

1870, no. 385; Molinier 1885, p. 388; Lapauze 1901,

p. 267; Mathey 1932, p. 197; Mathey 1933, pp. 117-

18, 120, ill.; Chicago, Minneapolis, Detroit, San

Francisco 15155—56, p. 45;Davies 1957, pp. 1 16-18,

no. 3291; Schwarz 1959, p. 335; Naef i960 (Rome),

p. 27; Davies 1970, p. 76; Naef 1977—80, vol. 1

(i977), P- 237, vol. 4 (1977), pp. i34-3 6
>
no - 71,

ill; Tubingen, Brussels 1986, p. 30, ill. p. 31; Arts

in Virginia 1989, pp. 4-5; Near 1990, pp. 262-69

47. Madame Charles Hayard, nee

Jeanne-Susanne Alliou

ca. 1812

Graphite

lo
!/ x y

1/ in. (26.6 x 18 cm)

Signed lower right: Ingres.

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

Bequest ofPaulJ. Sachs, Class of1900, "a

testimonial to myfriend Grenville L. Winthrop

1965.0298

New York only

N82

It was long thought that the seven portrait

drawings associated with the name Hayard

were simply a series of splendid souvenirs

commissioned from a down-and-out com-

patriot by some unknown, well-to-do

French family during an extended stay

in Rome. As it happens, however, the

Hayards were permanent residents in

Rome and a family to which Ingres was

particularly close.

Charles-Roch Hayard was born near

Paris, the son of a shoemaker, in 1768.
1

In

1796, by which time he had married, he is

documented as being employed in Paris in

the office of the Ecole Centrale.
2
Some-

time between 1799 and 1805, and after the

births oftwo daughters, he moved with his

family to Rome, where another two

daughters were born. Soon after their

arrival, Hayard began selling art supplies,

presumably in the vicinity of the Piazza di

Spagna. In 1830 the Hayard shop was

located at 46 Via de' due Macelli. 3
It was

the best art-supply store in Rome, and

Hayard was thus known to scores of

artists, especially the French ones housed

only minutes away at the Villa Medici. It is

also apparent that Hayard's charming

daughters were among the shop's attrac-

tions, for two of them married artists.

Ingres was obviously a regular cus-

tomer. The three most splendid of his

drawings of the family—one of Hayard

with his daughter Marguerite (cat. no. 50),

one of Madame Hayard with her daughter

Caroline (N 132; Fogg Art Museum, Cam-

bridge, Massachusetts), and one of their

daughter Jeanne, called Jeannette, alone

(cat. no. 51)—date from 1815, the artist's

most difficult year in Rome. He had lost

his French patrons with the fall of the

Empire, and with a new wife to support

he could barely scrape by. The quality of

the 1815 drawings suggests that Hayard

commissioned them as a way of putting

some much-needed money in his young

friend's pocket. Unlike the drawings

Ingres produced as gifts for friends, which

tend to be more spontaneous, these have

a degree of finish typical of works for

which he was paid.

Madame Hayard appears to have taken

over the shop soon after it was established,

for as early as 1810 her husband was em-

ployed as superintendent of the papal gun-

powder and saltpeter administration. In

painting circles she was fondly referred to

as "the artists' mother,"4 so she must have

been especially kind in her dealings with

regulars. She and her husband welcomed

Ingres back to Rome when he returned in

1835, as the director of the Villa Medici.

Hayard died in 1839, an^ Ingres must

surely have attended his funeral.

Born Jeanne-Susanne Alliou in 1775,'

Madame Hayard spent her last years in

Paris and died there in 1854. In addition to

the double portrait in which her youngest

daughter clings to her skirts—obviously

intended as a pendant to the drawing of

her husband with their next-youngest

daughter—Ingres produced this portrait

of her alone about 1812.

The earliest dated Hayard portrait pre-

sents the oldest of the girls, Albertine, in

strict profile (N 81). Within weeks of its

execution, in 1812, the shy, innocent girl of

fourteen or fifteen would marry the much

older landscape painter Pierre-Athanase

Chauvin (1774-1832). A second drawing
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of her dates from two years later, and there

she is in an advanced stage of pregnancy

(N 112; Musee Bonnat, Bayonne). Chauvin

served as one of the witnesses at Ingres's

marriage in 1813. Albertine died in 1833.

The second Hayard daughter, Jeanne,

the subject of one of the 1815 drawings,

would marry the wealthy jeweler Charles-

Alexandre Fouquerelle, and at some point

the pair moved to Paris, where she died

in 1862.

Marguerite, who appears at the age of

nine in the double portrait with her father,

became the wife of Felix Duban, winner of

the Prix de Rome for architecture in 1823.

Duban is remembered as the architect of

the Ecole des Beaux-Arts in Paris and of

part of the Seine tract of the Louvre. He

died in 1870, Marguerite in 1881.

Caroline, the youngest daughter, was

only four when Ingres drew her with her

mother. She also appears alone in a por-

trait, done in 1 84 1, shortly after she had

been widowed (N 377). Ingres had accom-

panied her to the altar as witness in 1838

when she married the young Belgian

nobleman Edmond Duvivier, who died

two years later. A fascinating cache of let-

ters survives in which Duvivier describes

his fiancee and her family to his mother in

Belgium, and begs her to give her bless-

ing to their marriage.
6
Caroline later mar-

ried the sculptor and medalist Frederic

Flacheron. She was the Hayard whom

Ingres must have felt closest to, for he had

known her from the time she was born.

She would have been ten when he and his

wife left for Florence in 1820. The draw-

ing of her done in 1841, when Ingres

turned over the Villa Medici to his succes-

sor, was doubtless executed as a parting

gift on his return to France.

Ingres's double portrait of Charles and

Marguerite Hayard was photoengraved by

E. Charreyre in 1896. h . n .

For the author's complete text, see Naef 1977-80,

vol. 1 (1977), chap. 49 (pp. 451-69).

1. Baptismal register, Aulnay-les-Bondy,

Archives Departementales de Seine-et-Oise,

Versailles.

2. Marriage certificate of his sister Helene

Hayard, Aulnay-les-Bondy, September 26,

1796, Archives Departementales de Seine-et-

Oise, Versailles.

3. Keller 1830, p. 137.

4. Edmond Duvivier to his mother, Marie-

47

Therese-Josephe-Dieudonnee Renoz

Duvivier de Street, December 12 [1837];

Naef 1977—80, vol. 1 (1977), p. 461.

5. Tomb inscription, Cimetiere Montparnasse,

section 13.

6. A selection is published in Naef 1977-80,

vol. t (1977), PP- 45<M;9-

Provenance: Perhaps Mme Charles

Hayard, nee Jeanne-Susanne Alliou (1775-1854);

her son-in-law Felix Duban (according to the

1867 Ingres exhibition catalogue), Paris and

Bordeaux until 1870; his wife's nephew Alexan-

dre Flacheron, who was also a grandson of the

sitter, Paris, by 1911; Galerie Georges Bernheim,

Paris, by 1921; purchased from the John Levy

Galleries, New York, by Paul J. Sachs, 1922;

deposited by him at the Fogg Art Museum,

Cambridge, Mass.; bequeathed to the Fogg Art

Museum, Harvard University Art Museums,

by Paul J. Sachs, 1965

Exhibitions: Paris 1867, no. 557; Paris 1921,

no. 71; Cambridge (Mass.) 1929, no. 87; Provi-

dence 1933; Saint Louis 1933; Cambridge (Mass.)

1934, no. 42; Brooklyn 1939; Springfield, New
York 1939-40, no. 44 (according to M. Knoedler

& Co.'s records, the drawing was not shown in

New York); Washington 1940 (catalogue not

seen by the author); Grosse Point Farms 1941,

no. 43; Williamstown 1946; New York 1947; San

Francisco 1947, no. 2; Detroit 1951, no. 46, ill.;
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Richmond 1952 (catalogue not seen by the

author); Winnipeg 1954, no. u; Amherst 1958,

no. 24; Rotterdam, Paris, New York 1958-59,

no. 129, pi. 105, see also pi. 97; Berkeley i960,

p. 58; New York 1961, no. 1 1, ill.; Dallas 1962

(not in catalogue); Cambridge (Mass.), New

York 1965-67, no. 43, ill.; Cambridge (Mass.)

1967, no. 18, ill.; Tokyo 1979, no. 82

References: Blanc 1870, p. 237; Delaborde

1870, no. 323; Lapauze 1911a, ill. p. 1235X2 Re-

naissance de I'artfrancais 1921, ill. p. 217; Siple

1 927, p. 309, fig. D, p. 307; Zabel 1930, p. 381;

Miller 1938, p. 7; Mongan and Sachs 1940 (1946

ed.), vol. 1, no. 699, vol. 2, fig. 370; Cassou 1947,

pi. 34; Mongan 1947, no. 5, ill.; Huyghe and

Jaccottet 1948, p. 173, ill. p. 11; Alazard 1950,

p. 51, n. 16, p. 146, pi. XXII; Anon., March 1952,

ill. p. [1], as Madame Suzanne Hayward; Ternois

1959a, vol. 3, preceding no. 72; Anon., summer

i960, ill. p. 378; Miotti 1962, fig. 101; Capers and

Maddox 1965, p. 265, ill. p. 266; White 1965,

p. [3], fig. 3; Cambridge (Mass.), Fogg Art

Museum 1966, p. 33; Naef 1966 ("Hayard"),

pp. 40—41, fig. 1 (sitter identified); Schlenoff

1967, p. 376; Mongan 1969, pp. 141-42
,% 13.

p. 147; Naef 1977-80, vol. 4 (1977), pp. 150-52,

no. 82, ill; Cambridge (Mass.) 1980, no. 11, ill.;

Newman 1980, p. 38, ill.; Picon 1980, ill. p. 37;

Ternois 1980, p. 60; Mongan 1996, no. 215, ill.

48. Philippe Mengin de Bionval

1812

Graphite

to'^x j'V
4

in. (2S.6X 19.6cm)

Signed and dated lower right: Ingres a Rome /

1 8 12 [Ingres in Rome / 1812]

National Gallery ofArt, Washington, D.C.

Woodner Family Collection 1991-182.21

Washington only

The identification of the subject of this

drawing as Philippe Mengin de Bionval is

traditional and came from his family, in

whose possession the drawing remained

until 1985. Nothing further is known about

this young Frenchman who sat for Ingres

in Rome in 1812 beyond what the portrait

itself indicates. One can guess from the

size and number of his collars and his

forward-swept hairstyle, for example, that

he was a modish young gentleman, but the

intense gaze of his deep-set eyes suggests

that he had a serious and perhaps studious

side to his character as well. The drawing

was most likely done on commission, one

of many such that Ingres made to support

himself during his fourteen-year first stay

in Rome.

The presentation of Mengin de Bionval

in perfect profile connects his portrait with

a small series of arresting portrait draw-

ings made by Ingres between 1810 and

1812, in which the sitters are all presented

in profile facing to the left.' Presumably

Ingres was interested, for that very limited

period, in exploring the artistic and expres-

sive possibilities and complexities of the

profile, a pose he had used for his portrait

drawings in the 1790s, but with markedly

different results.
2
Whereas those small,

early profile portraits in circular or oval

format clearly belong to the eighteenth-

century tradition of medallion portrait

prints and drawings by such artists as

Augustin de Saint-Aubin and Charles-

Nicolas Cochin II, the larger, rectangular

profile portraits in Ingres's later series

have a more modern flavor, combining the

classical purity of the profile pose with

some of the spirit of the new romanticism.

For some reason Ingres virtually aban-

doned profile portraits soon after drawing

Mengin de Bionval. Only three later ones

are known—made in 1814, 1816, and

1841—none ofwhich has quite the same

intensity as those in the 1810-12 group. 3

Ingres continued to use profile poses for

many of the figures in his history paint-

ings, presumably because they heightened

the classical flavor of—and were appro-

priate to—the ancient history subjects he

loved best.

Like so many of Ingres's graphite por-

traits, that of Mengin de Bionval is a study

in precision and subtlety. The planes,

curves, and hollows of the face are drawn

with the most delicate touches of a finely

sharpened pencil, with some careful blend-

ing and smudging of the lines to give the

skin an alabaster smoothness. Characteris-

tically, Ingres drew Mengin de Bionval's

face with minute care and almost photo-

graphic clarity, while executing the rest of

the drawing with a freer touch. The hair,

for example, is suggested with a combina-

tion of fine hatchings and loose, wavy

lines, while the clothing is even more

broadly sketched, with just a few strokes

for the outlines and some rough scribbles

and hatchings to give them shape. Atten-

tion is thus focused on the physical likeness,

and the exquisite finish and sculptural

relief of the face are intensified. It is a mea-

sure of Ingres's consummate skill as a por-

traitist and draftsman that he could create

with the simplest means such a striking

drawing of someone whom he may have

known only for the time it took to execute

his portrait. M . M . G

.

1. See N 58-60, 62, 64, 66, 67, 68 (in the present

exhibition, cat. no. 45), 69, 70, 80, 81. Only
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the last two, a lost portrait of Monsieur

Beljame and a portrait of Mademoiselle

Albertine Hayard, later Madame Pierre-

Athanase Chauvin (now in the collection of

Maria Luisa Caturla, Madrid), were made in

1812, the same year as the portrait of Mengin

de Bionval. For a discussion of the profile

group see Naef 1977—80, vol. 1 (1977),

p. 203.

2. See, for example, N 6, 10, 1 1, 14: in the

present exhibition, cat. nos. 13—15, 18.

3. See N 109, 184, 385.

Provenance: The family of the sitter;

anonymous sale, Nouveau Drouot, Paris,

December 16, 1985, no. 3; purchased at that sale

by Marianne Feilchenfeldt; purchased from her

by Ian Woodner (1903-1990), New York,

1987; by inheritance to his daughters, Andrea

and Dian Woodner, New York, 1990; their gift

to the National Gallery of Art, Washington,

D.C., 1991

Exhibitions: New York 1990, no. 106, ill.;

Washington 1995-9(1, no. 102, ill.

Reference; Jones 1995, pp. 49— 53, fig. 10
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49- Portrait of a Man, possibly Edme Bochet

1814

Graphite

S 5/
s
x6 1/

2
in. (21.8 x 16.6 cm)

Signed and dated lower left: Ingres. 1814

At lower right, the Francois Flameng collection

stamp (Lugtggi); at lower left, The Metropoli-

tan Museum ofArt, New York, collection stamp

(Lugt 1943)

The Metropolitan Museum ofArt, New York

Rogers Fund 1919 19.125.1

New York only

Nu5

In 1810, some months before Ingres left

the Villa Medici and took rooms of his

own, he became acquainted with a new

arrival at the Academie de France in Rome,

the medal engraver Edouard Gatteaux,

who would become and remain one of the

artist's greatest champions for the rest of

his long life. Gatteaux promptly intro-

duced Ingres to Edme-Francois-Joseph

Bochet, an old friend from Paris who was

living nearby with his father, the highest

tax authority in the French administration

of Rome, and to the young man's sister

and brother-in-law Monsieur and Madame

Henri-Philippe-Joseph Panckoucke.

Those introductions proved to be of

tremendous importance to the impover-

ished young painter, for the majority of

the portrait commissions with which he

supported himself through the next few

years came from Bochet's family, friends,

and colleagues. The first of these, thanks

to Gatteaux's recommendation, was

from another brother-in-law of Bochet,

Charles Marcotte, who had recently come

to Italy to reform the administration of

the country's forests and waterways.

During the sittings for his portrait (cat.

no. 26), Marcotte and Ingres developed a

bond that—like the painter's friendship

with Gatteaux—strengthened over the

course of the following decades.

Following Marcotte's example, Bochet

and his sister Madame Panckoucke com-

missioned painted portraits, which are

now in the Louvre (cat. no. 30, fig. 117).

At this same time Ingres also produced a

drawing of Madame Panckoucke that has

become one of his most famous pencil

portraits (fig. 118).
1 A whole series of

paintings and pencil likenesses of other

officials in the French community in Rome

soon followed.

It is quite possible that this is a drawing

of Bochet's father. A portrait of the elder

Edme Bochet painted by J.-F.-M. Bellier

was published in a history of the family

in 1918,
2
and the likeness there bears a cer-

tain similarity to the older man in the pre-

sent drawing, dated 1814. Bochet's father

would have been in his early seventies at

that time (born in 1742, he died in 1837)

and was about to be recalled from Rome

along with the rest of the French imperial

administration. Unfortunately, the resem-

blance between the two portraits is not so

strong as to permit a firm identification.

H . N.

For the author's complete text, see Naef

1977-80, vol. 1 (1977), chaps. 28 (pp. 251—54),

39 (PP- 338-57)-

1. Gruyer 1902, no. 242.

2. Moreau-Nelaton 1918, vol. 3, fig. 336;

Naef 1977-80, vol. 1 (1977), p. 254,

fig. 1.

Provenance: Francois Flameng, Paris, by

1911; his auction, Galerie Georges Petit, Paris,

May 26-27, 1919, no. 118; purchased at that sale

for 8,000 francs by Jacques Seligmann & Co.,

New York, for The Metropolitan Museum of

Art, New York

Exhibitions: Paris 1911, no. 89; Springfield,

New York 1939—40, no. 39; San Francisco 1947,

no. 7; Cambridge (Mass.) 1967, no. 27, ill.; New
York 1970, no. 45; New York 1988-89

References: Lapauze 1911a, ill. p. 138;

Saunier 1918, p. 24, ill.; Burroughs 1919,

pp. 246—47, ill. p. 229; Zabel 1930, p. 382, ill.

p. 381; Millier 1955, ill. p. 25; Feinblatt 1969,

p. 262, fig. 5 on p. 265; Naef 1977-80, vol. 4

(i977), PP- 208-9, no. 115, ill.
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50. Charles Hayard and His Daughter

Marguerite

i8i5

Graphite

12^x9 in. (30.X x 22.9 cm)

Signed and dated lower right: Ingres a /

Madame hayard / rome 1815 [Ingres to /

Madame Hayard / Rome 1815]

The British Museum, London 1968-2-10-1$

London and Washington only

Ni.33

This drawing is discussed under cat. no. 47.

Provenance: Mme Charles Hayard, nee

Jeanne-Susanne Alliou (1775—1854); her son-in-

law Felix Duban (according to the catalogues

of the 1861 and 1867 Ingres exhibitions); Mme

Theodore Maillot, nee Felicie-Charlotte Duban.

his daughter, Paris, until 1898; Felix Flacheron,

her cousin, Paris, until 1927; Joseph Gillet until

1923; Edmond Gillet, his son; Mme Edmond

Gillet, nee Motte; sold by her to Cesar Mange

de Hauke, Paris, until 1965; his bequest to

The British Museum, London, 1968

Exhibitions: Paris 1861 (1st ser.), no. 60;

Paris 1867, no. 352; Lyons 1921 (according to

Helene Toussaint in the catalogue of London

1972); London 1968, no. 2, ill.; London 1972,

no. 663; London 1974, no. 309

References: Galichon 1861a, p. 359; Blanc

1870, p. 237; Delaborde 1870, no. 321; Both de

Tauzia 1888, p. 141, as M. Hazard etsafille; Leroi

1894— 1900b, p. 818; Duplessis 1896, no. 12, ill.

(the photoengraving by E. Charreyre); Lapauze

1901, p. 266 (known from the photoengraving);

Lapauze 1911a, ill. p. 154; Ternois 1959a, preced-

ing no. 72; Naef 1966 ("Hayard"), pp. 37-50,

fig. 5; Hulton 1968, no. 2, ill.; Roberts 1968,

p. 475; Rowlands 1968, p. 44, fig. 2, p. 43; Naef

1977-80, vol. 4 (1977), pp. 242-43, no. 133, ill.
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5i. Mademoiselle Jeanne Hayard

181S

Graphite

ul^x 8%in. (28S x 21 cm), framed

Signed and dated lower left: Ingres, a Mademoi-

selle / jeannette hayard / rome 1815 [Ingres.

To / Mademoiselle / Jeannette Hayard /

Rome 181 5]

Private collection

N134

This drawing is discussed under cat. no. 47.

Provenance: Mile Jeanne Hayard, later

Mme Charles-Alexandre Fouquerelle (1799—

1862); Gilbert Levy gallery, Paris; purchased

from them in 1946 by Cesar Mange de Hauke,

Paris, until 1965; private collection

ExHiBiTiONs:Parisi 949b, no. 46; Winterthur

1955, no. 252

References: Mathey 1945, p. 11, ill.; Mathey

1955, no. 5, ill.; Ternois 1959a, preceding no. 72;

Naef 1966 ("Hayard"), pp. 37—50, fig. 7; Radius

and Camesasca 1968, p. 124, ill.; Ternois and

Camesasca 1971, p. 124, ill.; Naef 1977—80,

vol. 4 (1977), pp. 244-45, n0 - '34, ill-
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52. Guillaume Guillon Lethiere

i8i5

Graphite

io
s/
s
x 8'^ in. (zy.i x 21.1 cm), framed

Signed and dated lower right ('.rased): Ingres

rome 1815

Inscribed by Ingres above the erased signature,

in the name ofhis wife: M.de Ingres /

a Mad. lle Lescot. [Madame Ingres / to

Mademoiselle Lescot.]

The Pierpont Morgan Library, New York

Bequest of Therese Kuhn Straus in memory of

her husband, Herbert N. Straus i$jj.5(j

New York only

Ni35

The painter Guillaume Guillon Lethiere

was born in Guadaloupe in 1760, the ille-

gitimate child of a King's Prosecutor and a

mulatto woman. Having demonstrated a

gift for drawing at an early age, the boy

was sent to France in 1774. Ten years after

his arrival in Paris, where he studied under

Gabriel-Francois Doyen, he won second

prize in the competition for the Prix de

Rome, and although he failed to achieve a

first in the following years, he was awarded

a four-year scholarship at the Villa Medici

in 1786. He first exhibited his work in the

Salon in 1793, three years after his return

from Italy.
1

His narrative paintings, none

ofthem especially well known, reveal a

workmanlike assimilation of the Revolu-

tionary ideals of Jacques-Louis David.

Today he is remembered more for his

associations than for his own achievements.

By 1799, at the latest, he had come to the

attention of Lucien Bonaparte, Napoleon's

younger brother, for in the following year

Lucien took him to Spain as an artistic

adviser for the year he spent as ambas-

sador to the court of Madrid.
2
Seven years

later, it was doubtless largely thanks to

Lucien, who was by then living in exile in

Rome, that Lethiere was appointed direc-

tor of the Villa Medici. 3

When the new director assumed his post

in October 1807, Ingres was beginning his

second year at the Academie. His arrival

is immediately reflected in the younger

man's work by the portrait drawing of

Lucien Bonaparte (cat. no. 38), which

appears to have been executed before the

end of that year. That nothing more came

of Ingres's encounter with Lethiere's emi-

nent friend does not seem to have affected

their relationship. The superb series of

Ingres portraits of the Lethiere family—at

least ten in all—extends from 1808 to 1818,

suggesting that the two men must have

become even closer friends after 1810,

when Ingres left the Villa Medici and set

himselfup in rooms nearby.

There are two portraits of Lethiere him-

self. The first of them, a bust likeness in

strict profile, dates from 1811, a time when

Ingres briefly—and inexplicably

—

reverted to the profile view for some of his

portraits. The original drawing is in the

Fogg Art Museum, Cambridge, Massachu-

setts (N 69); a copy, also by Ingres, is pre-

served in the Musee Bonnat in Bayonne

(N 70). The second portrait composition,

from 1815, is far more impressive. Lethiere

is here seen from the front, and one gets a

sense of his formidable presence. Of this

composition there are three surviving ver-

sions,
4 ofwhich the present drawing in the

Pierpont Morgan Library is the only one

certain to have been executed by Ingres

himself. Alexander von Steuben made a

pencil drawing of the composition, and

Frederic Legrip lithographed it, in reverse. 5

Mademoiselle Hortense Lescot, to whom

the original drawing is dedicated, was a

pupil of Lethiere, and it was rumored that

she and the director had had an affair.

Ingres had drawn her portrait the year

before (N 124).

Lethiere remained as director at the

Villa Medici for nearly eight years. The

various distinctions one might have

expected him to bring with him to such a

post—membership in the Legion of

Honor, a professorship at the Ecole des

Beaux-Arts—came to him only after his

return to France. He died in Paris during

the cholera epidemic of 1832.

Ingres's double portrait of the director's

wife and their young son, Lucien, from

1808, was one of the first of his portrait

drawings to be enriched with a back-

ground view ofRome (cat. no. 53). He

posed the two figures in the garden of the

Villa Medici, with its palace visible on the

left and the church of Santissima Trinita

dei Monti on the right. A second, undated

drawing of Madame Lethiere alone, now

in the Fogg Art Museum, Cambridge,

Massachusetts (N 50), must have been

produced at about the same time.

The subject of these drawings, born

Marie-Joseph-Honoree Vanzenne, was

some years older than her husband. She

had been married before—her daughter

from that earlier union, a trained painter

who exhibited in the Salon for years,

appears in the standard dictionaries of

182 CATALOGUE



1806-1820 i8 3



artists under the name Eugenie Servieres.

(Madame Lethiere bequeathed Ingres's

drawing of herself and Lucien to Eugenie,

as indicated by an inscription on the former

mount.) Lethiere had married Madame

Vanzenne in 1799, anter fathering a son

by her in 1796. Their illegitimate son,

Auguste, is the subject of an Ingres portrait

from roughly 1815, now in the Carnegie

Museum of Art in Pittsburgh (N 141).

The jewel of the Lethiere series is the

drawing of a young man and wife with

their child in the Museum of Fine Arts,

Boston (cat. no. 55).
6 The work is, in fact,

a conflation oftwo earlier portrait draw-

ings, both from 181 5. One of these, show-

ing the husband alone, is now in the Musee

Bonnat in Bayonne (N 138). The other, in

the Metropolitan Museum (cat. no. 54),

depicts the mother and child. A quick trac-

ing Ingres made in order to determine

how the two might be combined is pre-

served in the Musee Ingres, Montauban. 7

In it he changed none of the outlines but

omitted Alexandre's walking stick and hat.

He then proceeded to the finished draw-

ing, making only slight alterations to

improve the composition. There, the wife

rests her hand lovingly on her husband's

arm, and the child, barely visible before, is

now seated on her mother's lap—a change

that doubtless required an additional sit-

ting. The result is an extraordinary image

of connubial affection and contentment.

The strapping man in the family portrait

is Lethiere's son Alexandre, born in Paris

in 1787. Nothing is known of his mother

except her name, and the extant docu-

ments do not tell us whether the elder

Lethiere was married to her. After having

served as a sailor in the Napoleonic Wars

and survived imprisonment by the English,

Alexandre joined his father at the Villa

Medici, where he promptly fathered a child

by one of the housekeepers—a woman

who also appears in an Ingres portrait.
8

Three years later, he married Rosa Meli,

the fifteen-year-old daughter of an apothe-

cary who lived near the Academic Their

daughter, Letizia—the child in the family

portrait—was born in August 18 14, and a

son, Charles, in 1816.

Charles is pictured separately as a two-

year-old in a charming Ingres portrait in

the Musee des Arts Decoratifs in Paris

(cat. no. 81). He was the only member of

the family, seemingly so blessed, to live a

long and productive life. His mother had

already died, not yet twenty, when Ingres

did the drawing of him. His father died in

Paris in 1824 as a result of his war wounds

and maltreatment at the hands of his cap-

tors. Charles's sister, Letizia, lived only

to the age of thirteen.

Charles ultimately became a respected

doctor in Paris and died at seventy-three

in 1889. h.n.

For the author's complete text, see Naef 1977-80,

vol. 1 (1977), chap. 43 (pp. 403—20).

1. Thieme and Becker 1907—50, vol. 23 (1929),

p. 138.

2. Pietri 1939, p. 130.

3. Lapauze 1924, vol. 2, p. 79. Lethiere's por-

trait of Empress Josephine (fig. 70) dates

from the same year.

4. They are: the present drawing (N 135), an

unsigned drawing in a private collection

(N 136), and a third, signed drawing (N 137),

known only from reproductions in Martine

1926, vol.
5
(no. 66), in the catalogue of the

J [acques-Auguste] Boussac sale, Galerie

Georges Petit, Paris, May 10—11, 1926,

no. 246, ill. p. in, and in Naef 1977—80,

vol. 1 (1977), p. 409, fig. 5.

5. For the lithograph by Legrip, see Chenne-

vieres 1853, ill. opp. p. 43. For the drawing

by Steuben, see Paris 1964, which includes

the following statement about item no. 75:

"Alexandre Joseph de Steuben: Le peintre

Guillon-Lethiere, black pencil drawing with

white highlights, 230 x 300, has been litho-

graphed in reverse by R. [sic] Legrip."

Steuben's copy after Ingres was sold before

1967 by Proute's to Jean Furstenberg,

Paris.

The catalogue of an anonymous auction,

Hotel Drouot, Paris, room 7, November 13,

1922, mentions under no. 12 (withdrawn) an

authentic drawing by Ingres from the former

collection ofDr. [Charles] Lethiere, grand-

son of the subject, who died in Paris in 1889;

in 1961 the author [H.N.] saw the drawing

that is related to the lithograph by Legrip in

the collection of Baron Pierre Ordioni, a rel-

ative of the subject.

6. See the catalogue of an anonymous sale,

Hotel Drouot, Paris, room 7, November 13,

1922, no. 13, which is described as Portraits

de Guillon Lethiere fits et de safamille, with-

drawn. In 1952 the Parisian art expert Gaston

Delestre saw this drawing in the collection of

the Pierre Ordioni family, who are related to

the Alexandre Lethieres. He also saw in the

Ordioni collection a copy, not by Ingres, of

the present drawing in the Museum of Fine

Arts, Boston.

7. Naef 1977-80, vol. 1 (1977), p. 412, fig. 12.

8. See ibid., chap. 44 (pp. 421-27).

Provenance: Mile Hortense Lescot, later

Mme Louis-Pierre Haudebourt, Paris, until 1845;

Adrien Fauchier-Magnan, Cannes, from 1913 at

the latest to at least 1921; unknown collector;

acquired in 1929 by Galerie Wildenstein, Paris,

and from them in 1930 by Mr. and Mrs. Herbert

N. Straus, New York; Bequest of Therese Kuhn

Straus (1884-1977) to The Pierpoint Morgan

Library, New York, in memory of her husband,

Herbert N. Straus, 1977

Exhibitions: Paris 1913, no. 332, ill. opp.

p. 80; Paris 1921, no. 64; Buffalo 1935, no. 95, ill.;

Springfield, New York 1939-40, no. 47; possibly

exhibited briefly in 1955 at the Fogg Art Museum,

Cambridge (Mass.), while on deposit there from

the collection of Mrs. Herbert N. Straus; New

York 1961, no. 6, ill.; Cambridge (Mass.) 1967,

no. 30, ill.; New York 1984, no. 100, ill.; Paris,

New York 1993—94, no. 102, ill.

References: Chennevieres 1853, ill. opp.

p. 43 (the lithograph, in reverse, by Frederic

Legrip); Jouin 1888, p. 119 (if not a reference to

another portrait of Lethiere);* Lecomte 1913, ill.

p. 18; La Renaissance de I'artfrancais 1921, ill.

p. 228; Zabel 1930, ill. p. 379; Bonnaire 1937—43,

vol. 3 (1943), ill. opp. p. 192 (the lithograph by

Legrip); Louchheim 1944, p. 129, ill. p. 132;

Mongan 1947, no. 9, ill.; Naef 1963 ("Familie

Lethiere"), pp. 65-78, fig. 1, p. 67; Paris 1964,

no. 75, ill. (the drawing by Steuben); Schlenoff

1967, p. 379; Feinblatt 1969, p. 262, fig. 4; Mongan

1969, p. 141; Naef 1972 ("Villa Medici"), p. 660,

ill.; Naef 1977-80, vol. 4 (1977), pp. 246-48,

no. 135, ill.; New York, Morgan Library 1978,

pp. 244, 269, ill.; Denison and Mules 1981,

pp. 129—30, no. 120, ill.; Van Witsen 1981, ill.;

Ingres Portrait Drawings 1993, ill.

*See Jouin 1888, p. 204: "drawing by Steuben,

Louvre." The author has been personally

informed that the Louvre does not have any

drawings by Steuben in its collection.
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53- Madame Guillaume Guillon Lethiere, nee

Marie-Joseph-Honoree Vanzenne, and Her

Son Lucien Lethiere

1808

Graphite

9
14x7% n̂ - (24A x 1 8.j cm)

Signed and dated lower right: Ingres, rome /

1808.

At lower left, The Metropolitan Museum ofArt,

New York, collection stamp (Lugt 1943)

Inscribed by Madame Guillaume Guillon

Lethiere on theformer mount: pour ma fille /

Serviere. [for my daughter / (Eugenie

Servieres).]

The Metropolitan Museum ofArt, New York

H. 0. Havemeyer Collection, Bequest oj

Mrs. H. O. Havemeyer, 1929 29.100.191

New York and Washington only

N5i

This drawing is discussed under cat. no. 52.

Provenance: Mme Guillaume Guillon

Lethiere, Paris, until 1838; given by her to her

daughter, Mme Eugenie Servieres, nee Charen

(according to an inscription on the former mount),

Paris, until her death in 1855; purchased from a

private collection in France by Henry O. Have-

meyer (1847— 1907); his widow, Louisine W.

Havemeyer (1855—1929); her bequest to The

Metropolitan Museum of Art, New York, 1929

Exhibitions: New York 1930, no. 190, ill.;

Springfield, New York 1939-40, no. 38; San

Francisco 1947, no. 1, ill.; Philadelphia 1950—51,

no. 82, ill.; Rotterdam, Paris, New York 1958—59,

no. 127, pi. 93, and see also pi. 101; Cambridge

(Mass.) 1967, no. 10, ill.; Paris 1967—68, no. 36,

ill.; New York 1970, no. 40; Washington, New
York, Philadelphia, Kansas City 1971, no. 143,

ill.; New York 1978, no. 60; New York 1988—89

References: Kunst und Kunstler 1930, ill.

p. 381; Havemeyer Collection 193 1, p. 190, ill.

p. 187; Wilenski 1931, p. 198, pi. 82; Clarke 1939,

ill. p. 9; Rewald 1943, ill. p. 10; Holme 1944,

p. 13, pi. 93; Mongan 1944, p. 392; Art Digest

1946, ill. p. 13; Mongan 1947, no. 2, ill.; Daven-

port 1948, vol. 2, no. 2285, p. 816, ill. p. 817

(detail); Alazard 1950, pi. XVII; Slatkin and

Slatkin 1950, p. no, pi. 62; Parker 1955, pp. [13—

14], ill. p. [14]; Bouchot-Saupique 1958, ill. on

pi. [22]; Naef i960 (Rome), p. 27, n. 52; Naef

1963 ("Familie Lethiere"), pp. 65—78, fig. 4

(both sitters identified); Anon., March n, 1967,

ill. p. 22; Levey 1968, p. 44; Paisse 1968, pp. 17, 18;

Radius and Camesasca 1968, p. 122, ill.; Gilles 1969,

p. 155, fig. 4, p. 149; Jullian 1969, p. 89; Mongan

1969, p. 141; Hattis 1971, ill. p. 29; Ternois and

Camesasca 1971, p. 122, ill.; Delpierre 1975,

pp. 21—22; Naef 1977-80, vol. 4 (1977), pp. 96—98,

no. 51, ill.; Ternois 1980, p. 35; Mraz 1983, p. 41,

no. 11, ill.; Vigne 1995b, p. 91, ill. p. 94

7
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54- Madame Alexandre Lethiere, nee Rosa
Meli, and Her Daughter, Letizia

i8i5

Graphite

n 7/
s
x 81/'in. (30 x 22 cm)

The Metropolitan Museum ofArt, New York

Bequest ofGrace Rainey Rogers, 1943 43.85.J

London and New York only

N139

This drawing is discussed under cat. no. 52.

Provenance: Marquis de Biron;* by 1921,

Galerie Wildenstein, Paris; sold about 1940

by Wildenstein & Co., Inc., New York, to

Mrs. Grace Rainey Rogers (1867—1943), New
York; her bequest to The Metropolitan Museum

of Art, New York, 1943

Exhibitions: Paris 1921, no. 66, ill. p. 35,

as La Fille et la petite-fille dupeintre Guillon-

Lethiere; New York 1961, no. 18, ill., as Mme
Guillon-Lethiere and Her Son Charles; Cambridge

(Mass.) 1967, no. 31, ill.; Paris 1967-68, no. 81,

ill.; New York 1978, no. 61; New York 1988-89

References: La Renaissance de I'artfrancais

1921, ill. p. 229, as La Fille et la petite-fille du

peintre Guillon-Lethiere; Burroughs 1946, ill.

p. 159; Ternois 1959a, preceding no. 63, see also

fig. 63; Naef 1963 ("Familie Lethiere"), pp. 65-

78, fig. 7 (sitter identified), see also ill. p. 78;

Anon., March 11, 1967, ill. p. 25;Marjorie B. Cohn

in Cambridge (Mass.) 1967, pp. 243, 244; Cohn

1968, p. 58; Levey 1968, p. 44, pi. 33; Paisse 1968,

pp. 17, 19; Mongan 1969, p. 144, fig. 16, p. 152;

Paisse 1971, pp. 13-19; Delpierre 1975, pp. 23, 24;

Naef 1977-80, vol. 4 (1977), pp. 252-53, no. 139,

ill.; Burn 1984, pp. 9, 106, ill. p. 8

'According to Burroughs
1 946; not in the catalogue

of the Biron auction, Paris, June 9-11, 1914.

I
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55- The Alexandre Lethiere Family

z8iS

Graphite

io
5/gX Sl^in. (zj.i x 21.4 cm), framed

Signed and dated lower left: Ingres— a /

Monsieur Lethiere / rome 181 5 [Ingres—
for / Monsieur Lethiere / Rome 181

5]

Museum ofFine Arts, Boston

Maria Antoinette Evans Fund 26.4S

New York and Washington only

N 140

This drawing is discussed under cat. no. 52.

Provenance: Probably either Alexandre

Lethiere, Paris, until 1827, or his father, Guil-

laume Guillon Lethiere (1760-1832), Paris, until

1832; Dr. Charles Lethiere, son of Alexandre

Lethiere, Paris, until 1889; Mme Charles Lethiere,

nee Clemence Laurent, his widow, Guichainville

(Eure), until 1901; unknown collector; purchased

from that collector in 1913 by Carlos de Bestegui

for 45,000 francs (according to Lapauze 1918);

purchased from the Wildenstein gallery by the

Museum of Fine Arts, Boston, 1926

Exhibitions: Paris 1861 (istser.),no. 67;

Cambridge (Mass.) 1934, no. 43; Buffalo 1935,

no. 94, ill.; Philadelphia, Washington 1937—38;

San Francisco 1940, no. 56, ill.; Worcester

1951—52, no. 39; Montreal 1953, no. 184, ill.; Paris

1955, no. 81, pi. 4; New York 1961, no. 17, ill.;

Cambridge (Mass.) 1967, no. 32, ill.; Paris

1967—68, no. 82, ill.; Paris 1973—74, no. 52, ill.,

pi. 9; Boston 1988; Boston 1992

References: Blanc 1861, p. 191; Delaborde

1 861, p. 267; Galichon 1861a, p. 360; Delaborde

1870, no. 354; Both de Tauzia 1888, p. 141; Mom-

meja 1905a, p. 54, under no. 318; Lapauze 1918,

p. 349; La Renaissance de Vanfrancais 1921, ill.

p. 218; Anon., June 1926, p. 38, ill. p. 37; McKee

1927, p. 93; Zabel 1929, p. 116; Kunst und Kiinstler

1930, ill. p. 381; Zabel 1930, p. 381, ill. p. 382;

Benson 1937, p. n, ill. (supplement); Clarke

1939, ill. p. 9; Pach 1939, ill. opp. p. 102; Frank-

furter 1940, ill. p. 14; Slatkin and Slatkin 1942,

p. 547, fig. 507; Holme 1944, p. 13, pi. 92; Mongan

1947, no. 8, ill.; Tietze 1947, p. 248, no. 124, ill.

p. 249; Alazard 1950, p. 63, pi. XXXI; Slatkin

and Slatkin 1950, p. 114, pi. 64; Ternois 1959a,

preceding and under no. 65, see also fig. 65; Naef

1963 ("Familie Lethiere"), pp. 65-78, fig. 5 on

p. 71 (sitter identified), see also ill. p. 78; Boston

Museum Bulletin 1967, no. 34, ill.; Durbe and

Roger-Marx 1967, ill. p. [3]; Mongan 1967, ill.

p. 26; Pincus-Witten 1967, p. 48; Waldemar

George 1967, ill. p. 61; Butler 1968, ill. p. 270;

Cohn 1968, pp. 55, 58; Paisse 1968, p. 18, n. 12;

Radius and Camesasca 1968, p. 122, ill.; Mongan

1969, p. 144; Naef 1969 ("Louise Lafont"), p. 35,

pi. 25; Paisse 1971, pp. 13-19; Ternois and Came-

sasca 1971, p. 122, ill.; Delpierre 1975, p. 23; Naef

1977-80, vol. 4 (1977), pp. 254-56, no. 140, ill.;

Condon 1996, p. 838, fig. 2
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56. Frau Johann Gotthard Reinhold, nee

Sophie Amalie Dorothea Wilhelmine Ritter,

and Her Two Daughters, Susette and Marie

i8i5

Graphite

u%x 8^in. (29.6' x 21.y cm), framed

Signed and dated lower right: Ingres Del. rome

1815. [Ingres drew (this in) Rome 1815.]

Private collection

N149

Johann Gotthard Reinhold, Dutch ambas-

sador to Rome from 1814 to 1827, commis-

sioned at least three portraits from Ingres:

this one of his wife and daughters, one

of his sister-in-law (N 200), and one of

his unmarried sister (N 185; Stadelsches

Kunstinstitut, Frankfurt am Main). As

the name suggests, Reinhold was actually

German. He was born in Aachen in 1771,

but his father, a merchant, moved the fam-

ily to Amsterdam soon afterward. The boy

was sent back to Germany for his school-

ing, first to Heidesheim and subsequently

to the Karlsschule in Stuttgart, where he

became acquainted with the playwright

Friedrich von Schiller, whom he fervently

admired the rest of his life, and formed

a close friendship with Johann Georg

Kerner, later an ardent republican and

physician in Hamburg.

Reinhold left the Karlsschule in 1783 to

prepare for a mercantile career in Frankfurt

am Main, but he soon realized that such a

vocation was wholly unappealing to him,

and instead volunteered for military ser-

vice in the Netherlands. In 1795 his friend

Kerner convinced him that he would make

better use of his knowledge and talents as

a diplomat and secured him a job as secre-

tary to the Dutch legation in Hamburg.

By 1800 Reinhold had himselfbecome

ambassador, and he held that post until

1809, when he was transferred to Berlin as

minister plenipotentiary. In Hamburg he

moved in liberal, intellectual circles, and

was admired for his poetic and noble char-

acter and unpretentious competence.

There, in 1808, he married Sophie Amalie

Dorothea Wilhelmine (called Minna)

Ritter, from Nienburg, near Hannover.

Their daughter Susette was born in

Hamburg in 1808, and a second daughter,

Marie, in Berlin in 1810. (Susette is on her

mother's left in the family portrait, Marie

on her right.)

When Holland became a part of France

in 1810, Reinhold's antipathy to Napoleonic

world rule made it impossible for him to

transfer to the French foreign service, and

he therefore returned to private life and

moved to Paris. There he devoted him-

self to writing and study. After the fall of

Napoleon, the king of the Netherlands

appointed him ambassador to Rome and

Florence, and then in 1827 he was trans-

ferred to Bern. He retired in 1832, settling

again in Hamburg. He died in 1838, and an

unpublished obituary concludes: "He was

more scholar than soldier, more man of

the world than scholar, but in truth more

poet than man of the world and scholar."
1

Ingres's first work for Reinhold, this

portrait of his wife and children, is dated

181 5. With the collapse of the Napoleonic

empire, the still relatively unknown artist

had lost his most important patrons and

was forced back on his pencil portraits for

income. Given the ambassador's reputation

for kindness and his artistic nature, it is

understandable that he would have wished

to help Ingres. Reinhold's other commis-

sions followed in 1816 and 1817.

The Reinholds' older daughter, Susette,

died at thirteen and was buried in the

Protestant cemetery in Rome. Marie

returned with her parents to Hamburg,

where three years after her father's death

she married the merchant Louis Koster.

With her husband, she commissioned the

publication of her father's writings.
1
As

edited by the German author and diplomat

Karl August Varnhagen von Ense, the

first volume contains Reinhold's own

poems and a selection of his translations

of English verse, the second his transla-

tions from the Italian, most notably the

sonnets and canzone of Petrarch.

Varnhagen visited the Kosters in Ham-

burg in 1850, possibly in connection with

the publishing project. His diary includes

the tantalizing entry: "June 17, 1850: Called

on Herr Koster and his wife, nee von Rein-

hold. Portraits of Reinhold, the family,

drawn by Ingres in Rome; refined, genuine

culture." 3 Clearly, Varnhagen saw the

group portrait and the portrait of Reinhold's

sister-in-law, but not necessarily the one

of Reinhold's sister. Was there also one of
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Reinhold himself? It only makes sense that

Ingres, after having produced likenesses

of the rest of the household, should also

have portrayed his patron. However, it is

known that the man was self-effacing, and

one of his friends remarked that he was

physically unattractive,4 so it is altogether

conceivable that he chose not to sit for

the young Frenchman.

The jewel of the Reinhold drawings is

the group portrait. It is made especially

enchanting by one of the most charming

arabesques Ingres ever conceived: Frau

Reinhold holds her arms crossed on her lap,

grasping the arms of her children in such a

way that the three are linked together in a

knot of affection. Moreover, the faces of

the two daughters are as pure and loving as

any in the Ingres oeuvre.

H.N.

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 54 (pp. 49 I -5°3)-

1. Unattributed quote in Beneke 1889, p. 81.

2. Reinhold 1833.

3. Varnhagen von Ense 1861-1905, vol. 7

(1865), p. 220.

4. Rist 1884-88, vol. 2 (1886), pp. 25-26.

Provenance: Johann Gotthard Reinhold,

Hamburg until 1838; his widow, nee Minna

Ritter, Hamburg, until 1846; their daughter,

Frau Louis Koster, nee Marie Reinhold,

Hamburg, until 1873; probably her husband,

Louis Koster, Hamburg, until 1880; the New

York art dealer Martin Birnbaum; purchased

from him, by Mrs. John D. Rockefeller II,

nee Abby Aldrich (1874-1948), 1931; Mr. and

Mrs. John D. Rockefeller II, until the death

of Mrs. Rockefeller; John D. Rockefeller II

(1874—1960); his son David Rockefeller,

New York; the present owner

Exhibitions: New York 1953; Cambridge

(Mass.) 1967, no. 34, ill.

References: Varnhagen von Ense 1861—

1905, vol. 7 (1865), p. 220 (entry for June 17,

1850); Anon., Easter 1956 (V.), p. 8; Naef 1956

(Reinhold), pp. 649-54 (sitter identified); Naef

1958 ("Meisterwerk"), p. 9; Birnbaum i960,

p. 188; Naef 1967 ("Musee Fogg"), p. 6, n. 1;

Mongan 1969, p. 144, fig. 18, p. 153; Naef 1977-

80, vol. 4 (1977), pp. 274-75, no - !49> ilk; Potter

1984, pp. 100-101, no. 15, ill.

57. John Russell, Sixth Duke of Bedford

i8i5

Graphite

14
7/
S
x n r/

4
in. (37.8 x 28.5 cm) j framed

Signed and dated lower left: Ingres, fee. Roma

1815. [Ingres made (this in) Rome 1 8 1 5
.]

The Saint Louis Art Museum

Purchase 354:1952

Ni52

Six of the roughly thirty Ingres portraits of

Englishmen were executed in 181 5. The

first is that of the Honorable Frederick

North (N 150; Art Gallery ofNew South

Wales, Sydney), which appears to have

been done in November. It is not surprising

that the artist's portrait ofJohn Russell,

sixth duke of Bedford was among the earli-

est, for he had been in Italy since 1813 and

moved in French circles there. By January

181 5, at the latest, he and his wife were regu-

larly in touch with Lucien Bonaparte (see

cat. no. 38), and that May he was in Naples,

where he saw to it that Bonaparte's sister

Queen Caroline Murat (see cat. no. 34)

was safely transported into exile. Either

Lucien or Caroline could have shown him

superb examples of the young French-

man's work, and the magnificent portrait

he soon obtained for himself cannot have

failed to meet his high expectations.

It appears that Bedford promptly gave

the artist another commission, the design of

a tomb monument for his wife's niece, Lady

Jane Montagu, who had died in Italy in

September.
1

Since the Bedfords were on

friendly terms with Mrs. John Theophilus

Rawdon in Rome, it is also more than likely

that it was he who recommended Ingres

to her. Sadly, the drawings the artist did

of her (see cat. no. 58) and her daughter

Elizabeth Anne, who would soon marry

one of the duke's sons, have disappeared.

The fortune of the Russells, one of

the most famous and wealthy families in

England, derived from gifts of confiscated

monastic lands presented by Henry VIII to

his Lord Privy Seal, John Russell, in 1550,

at the time he named him earl of Bedford.

The fourth earl of Bedford engaged Inigo

Jones to design London's Covent Garden

Square, and the fifth duke was responsible

for both Russell and Tavistock squares.

The ducal seat is magnificent Woburn

Abbey, in Bedfordshire.

The John Russell who sat for Ingres

was born in London in 1766. After tours of

duty as an officer in the Bedfordshire mili-

tia and the Third Regiment of Footguards,

he entered politics, winning election to the

CATALOGUE



House of Commons in 1788 and serving

there until 1802. In that year, when his

unmarried older brother, Francis, died

unexpectedly at the age of thirty-four, he

succeeded to the dukedom. In 1806-7

Russell served as lord lieutenant of Ireland,

then withdrew from political life to devote

himself to improving the agricultural yield

on his estates. During his stay in Italy, he

added significantly to the art collections

at Woburn Abbey by commissioning

works from Antonio Canova and Bertel

Thorvaldsen, among others.

His first wife, Georgina Elizabeth Byng,

died in 1801, leaving him three sons, the

youngest of whom, John, would become

the great liberal prime minister and states-

man. Two years later, he married a woman

also named Georgina, the daughter of the

fourth duke of Gordon, with whom he

had seven sons and three daughters. He

remained a committed Whig and a pro-

gressive until his death, in [839, but none-

theless chose to live in feudal comfort. In

1959 the thirteenth duke wrote of him:

The sixth Duke had remained sufficient of

an eighteenth-century survival to adopt a

distinctly lofty attitude towards his ten-

antry. It is of his menage at Woburn dur-

ing some of the hungry years of the

eighteen-twenties and -thirties that the

story is told of starving people standing

outside his dining-room windows having

the remains of his sumptuous meals shov-

elled out to them. Something of this atti-

tude remained in the family until my day.
2

The most notable member of the family

in our own century was the philosopher

Bertrand Russell, a great-grandson of the

duke portrayed by Ingres.

A detail of this portrait drawing, with

the composition in reverse, was engraved

by J. H. Wiffen in 1824. h.n.

For the author's complete text, see Naef 1977—80,

vol. 1 (1977), chap. 57 (pp. 563-70).

1. See ibid., vol. 2 (1978), pp. 5—6, fig. 2.

2. Bedford 1959, pp. 114—15.

Provenance: John Russell, sixth duke of

Bedford (1766—1839), Woburn Abbey, Bedford-

shire; descendants of the sitter or, by inheritance,

the dukes of Bedford at Woburn Abbey until

1952, at the latest; consigned by the twelfth

duke of Bedford before June 1952 to the Edward

\

Speelman gallery, London, and sold by them

before July to the Otto Wertheimer gallery,

Paris; acquired by the City Art Museum of Saint

Louis (now The Saint Louis Art Museum),

Saint Louis, Mo., December 1952

Exhibitions: Rotterdam, Paris, New York

1958-59, no. 130, ill.; Newark i960, no. 61, ill.;

Los Angeles 1961, no. 68, ill. p. 63; Cambridge

(Mass.) 1967, no. 35, ill.; Paris 1967-68, no. 86,

ill.; Saint Louis 1973; Saint Louis 1992

References: O'Donoghue 1908-25, vol. 1

(1908), p. 157 (the engraving by J. H. Wiffen);

Naef 1952, pp. 438-40, ill.; Anon., February

1953, ill.; Comstock 1953, p. 69, ill.; Eisendrath

1953, pp. 14-16, ill.; Anon. 1954, ill. p. 189; Naef

1956 ("English Sitters"), p. 428, fig. 10, p. 433;

Bouchot-Saupique 1958, p. [7]; Mongan 1969,

p. 146, fig. 21 on p. 154; Blakiston 1972, ill. opp.

p. 79; Naef 1977—80, vol. 4 (1977), pp. 280-81,

no. 152, ill; Steiner 1991, p. 135; Edinburgh 1995-

p. 39, fig. 43; Madrid 1997—98, ill. p. 81
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58. Madame R
,
possibly Mrs. John

Theophilus Rawdon, nee Frances Hall-

Stevenson

ca. i8i5—so

Graphite

8 x 61/ in. (20.4 x 16.6 cm), framed

Signed lower left: Ing—

.

Inscribed top, right ofcenter: me
Rhodn [?].

The Metropolitan Museum ofArt, New York

RobertLehman Collection, igj5 1935.1.649

New York only

NiSy

According to costume expert Madeleine

Delpierre, the clothing the sitter wears in

the drawing would date it to about 1825—30,

but the restrained elegance of the depic-

tion is more reminiscent of the portraits of

English subjects that Ingres began draw-

ing in Rome in 181 5. The name of the sub-

ject cannot be deciphered with certainty;

it appears to be English, but the question is

complicated by the fact that Ingres was a

notoriously bad speller. Accordingly, the

sitter u still unidentified, though it is pos-

sible that she was Frances Hall-Stevenson,

wife ofJohn Theophilus Rawdon, second

son of the earl of Moira.

Interpretation of the drawing is made

more difficult by its unusual execution,

with only a minimum of shading. The

abbreviated signature, which is frequently

found on drawings from Ingres's own
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collection, suggests that the artist drew the

portrait not for his model but for himself,

and in fact the work was in the possession

of Ingres' s widow after his death. Con-

ceivably a richer, more energetically exe-

cuted version of the portrait was produced

for the sitter and has disappeared. It was

not unprecedented for Ingres to keep for

himself a more modest version of a por-

trait presented to the subject.

H.N.

Provenance: The artist's widow, nee

Delphine Ramel (1808-1887); perhaps by 1905*

or by 1911, Camille Groult; his auction, Galerie

Georges Petit, Paris, June 21—22, 1920, no. 165,

as Madame Rhode, sold to Dr. Lucien-Graux;

Mme Lucien-Graux, nee Flavigny, Paris, his

widow; sold or consigned for sale by her about

1956; Robert Lehman, New York, by 1957; his

bequest to The Metropolitan Museum of Art,

New York, 1975

Exhibitions: Paris 1957b, no. 138, pi.

LXVIII, as Madame Rhoda; Cincinnati 1959, no.

275, as Madame Rhode; New York 1980-81, no.

52, ill.; Copenhagen 1986, no. 1; New York

1988a; New York 1988-89

References: Delaborde 1870, no. 241, as

Madame Rha
;
Lapauze 1911a, ill. p. 122,

as Mme Rhode; Frohlich-Bum 1924, pi. 20, as

Mme Rhode; Miller 1938, p. 7, fig. 1, p. 2, as Mme
Rhode, dated 1809 without substantiation; Gasser

1943, ill. p. 30, as Mme Rhode; Berger 1949,

p. 13, fig. 5, as Mme Rhode; Bertram 1949, pi. XIII,

as Mme Rhode; Naef 1950, ill. p. 5; Naef 1956

("English Sitters"), pp. 432—33, fig. 12, as Mrs.

Rhode, a version of a more fully worked up

drawing; Heise 1959, pp. 79, 80, fig. 60, us Mme
Rhode; Naef 1977-80, vol. 4 (1977), pp. 286-88,

no. 157, ill.

*In the 1905 exhibition at the Grand Palais,

Paris, no. 17, which may have been this

drawing, is described as in the collection of

M. Camille Groult.

59. Lady William Henry Cavendish Bentinck,

nee Lady Mary Acheson

iS/5

Graphite

16'^x 11
}
^in. (40.9 x 28.J cm)

Signed and dated lower left: Ingres Del. /

rome 181 5 [Ingres drew (this) / Rome 18 15]

Rijksprentenkabinet, Rijksmuseum,

Amsterdam RP-T-i^Sj-20S>

London and Washington only

Ni59

Among Ingres's Roman portraits of English

subjects is a drawing, dated 1816, depict-

ing Lord William Bentinck and his wife,

nee Lady Mary Acheson (fig. 105). It was

the only one of the group known to Ingres

scholars in the nineteenth century,
1

and

even today it is the only one in a public

collection in France.
2
Bentinck was one of

the most prominent of Ingres's English

sitters, and unlike the many Englishmen

who nocked to Rome after Napoleon's

fall, having been prevented from making a

visit to Italy during his reign, he had been

serving his country in the Mediterranean

region for years.

Born in 1774, the second son of the third

duke of Portland, William Henry Caven-

dish Bentinck had begun his career as a

soldier and participated in many of the

most important allied engagements against

the French armies. 5 In 1803 he had married

Lady Mary Acheson, the second daughter

of the first earl of Gosford, and been dis-

patched to India as governor of Madras.

Recalled in 1807, he had again fought the

French—in the Peninsular War—then in

181 1 had been ordered to Sicily as ambas-

sador to the court and as commander of

allied units on the island. After the fall of

Napoleon, he retired to private life and

took up residence in Rome for a time, and

thus it was that he and his wife came to be

immortalized by Ingres.

In 1828 Bentinck was again sent to India,

first as governor of Bengal and ultimately

as governor-general. Ill health forced him

to resign his post and return home in 1835,

where he refused a peerage so as to be able

to advance his liberal ideas in the House of

Commons. He died in 1839 in Paris, where

he appears to have spent most of the last

two years of his life.

The wife who mourned him appears to

have provided him with all the domestic

happiness such a man could have wished

for, except children. Born into an aristo-

cratic Irish family, Lady Mary Acheson

was not especially intelligent, but her lack

of brilliance was more than compensated

by her ingenuous kindness. In the exalted

status she attained at her husband's side

she shone, not because she pretended to be

something she was not, but rather thanks

to her utter lack of guile, which ultimately

disarmed her more worldly critics. Count-

ess Harriet Granville wrote of her in 1824
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to Lady Morpeth: "What a good-natured,

kind-hearted, potatoe-headed woman

she is, always in a bother, every second

word a blunder! She calls Mr. Stangways,

Mr. Stapleton, Mr. Tierney, Mr. Burdett,

and seems scarcely to know if her head

is on her shoulders or not." 4

Lady William Bentinck may not have

been able to hold her own in the conversa-

tional pyrotechnics of Europe's salons, but

in remote India, where there was work to

do, her performance was universally ad-

mired. She died after a long illness in 1843,

and a week after her death her nephew

Charles C. F. Greville wrote in his diary:

A more amiable and excellent woman

never existed in the world. She was

overflowing with affections, sympathies,

and kindness, not only perfectly unselfish,

but with a scrupulous fear, carried to

exaggeration, of trespassing upon the ease

or convenience of others. . . . With the

death of her husband all her happiness

was clouded, never to admit of sunshine

again, and she passed two years of mild

and moderated grief with alternations of

partial ease and severe bodily pain, but

nothing ever disturbed the serenity of her

temper, her uncomplaining gentleness,

her warm and considerate affections, and

her unaffected piety.'

Ingres produced three portraits of Lady

William Bentinck. This one, from 1815, is

the most lavish, depicting her at full

length. The other two date from 1816, one

in half-length (cat. no. 63) and one in

three-quarters length, seated next to her

husband (fig. 105). The large-format por-

trait of 181 5 was first exhibited in London

in 1917, at which time it was owned by a

Mrs. Edward Stapleton.
6

The second portrait of Lady William

Bentinck alone was first published by

Henry Lapauze in 1919.
7 He had acquired

it from an English collection a short time

before, but he never revealed where he

found it. On the back of its former mount

are four old notations in various, barely

legible, hands. They are, in sequence:

1. the gift of great lady Gosford to [?] /

Hariet [sic] Gratt[an?].

2. lady Gosford mariee a lord Bentinck.

3. Jesus died for the [...edge of the

paper] / and for [?] yo[...].

4. Ingres dessina deux ou trois /

portraits de la raerae.

The first notation suggests that the sitter

had the drawing made for her mother,

Lady Gosford, who then presented it to a

Harriet Gratt[an?]. As noted above, Lady

William Bentinck's family was Irish, and

Grattan is an Irish name. Its most illustri-

ous bearer was the statesman and cham-

pion of independence for Ireland, Henry

Grattan (1746-1820), ofwhom Lady

Gosford may well have been an admirer.

As it happens, he did have a daughter

named Harriet, who married a Reverend

William Wake.
8

The second notation, probably written

by a French person, is simply confused:

the wife of Lord Bentinck was never a Lady

Gosford but rather the daughter of one.

The third could possibly be a reflection

of either the parsonage milieu into which

Harriet Grattan married or of Lady Wil-

liam Bentinck's many demonstrations of

Christian charity.

The final notation confirms, seemingly

unintentionally, that Ingres drew three

portraits of Lady William Bentinck.

H.N.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 63 (pp. 39-47).
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1. Both de Tauzia 1888, p. 141, and Paris 1889a,

no. 333 (erroneously dated 1810).

2. The drawing was given to the Musee Bon-

nat, Bayonne, by the artist Leon Bonnat in

1922.

3. A full account of Bentinck's career is included

in Dictionary ofNational Biography, vol. 4

(1885), pp. 292-97.

4. Granville 1894, vol. 1, p. 296.

5. Greville 1903, vol. 5, pp. 160—61.

6. London 1917, no. 85.

7. Lapauze 1919, pp. 8-10, ill.

8. Dictionary ofNational Biography, vol. 22

(1890), p. 424.

Provenance: Mrs. Edward Stapleton,

England, by 1917; acquired in England by the

Paris art dealer Edouard Jonas, 191 8; Ernest

Cognacq, Paris, from 1921 until 1928; by 1934,

Edouard Jonas, Paris; Fritz Mannheimer, Amster-

dam; confiscated by the N azis during World

War II; recovered in Germany by the Commis-

sion de Recuperation Artistique, 1946; turned

over to the Rijksmuseum, Amsterdam, 1953

Exhibitions: London 1917, no. 85; Paris

1921, no. 83; Paris 1934c, no. 19 (erroneously as

signed lower right); Paris 1946a, no. 139 (erro-

neously dated 1817); Paris, Amsterdam 1964,

no. 140, pi. 114; Paris 1967—68, no. 87, ill.;

Liverpool, Kingston-upon-Hull, London 1979—80,

no. 25, ill.; Tubingen, Brussels 1986, no. 5

References: Lapauze 1919, pp. 8-10, ill.

p. 9; Lapauze 1922, p. 649, n. 1; Ford 1939, p. 7;

Mongan 1944, p. 396; Repertoire des biens spolies

1947, vol. 2, no. 939, as Portrait defemme (errone-

ously dated 1817); Alazard 1950, p. 62; Verslagen

der Rijksver\amelingen 1953, p. 64, ill.; Frerichs 1963,

no. 89, ill.; Gimpel 1963, pp. 76-77, entry for

October 17, 1918, as Portrait de la duchesse de Port-

land (erroneously dated 1817); Sass 1963—65, vol.

1, p. 223, vol. 3, p. 151, n. 34; Cambridge (Mass.)

1967, under no. 38; Delpierre 1975, p. 22; Naef

1977-80, vol. 4 (1977), pp. 292-93, no. 159, ill.

60. Mrs. John Mackie, nee Dorothea Sophia

Des Champs

April iSlff

Graphite

8lfx 6/
16

in. (20.9 x 16.4 cm)

Signed and dated lower right: Ingres a /

Rome 1816

The Board of Trustees ofthe Victoria & Albert

Museum, London E 230- 1946

N169

Two of Ingres's portrait drawings of

Englishwomen feature background views

of the palace of the Villa Medici as seen

from somewhere near the artist's apart-

ment on the Via Gregoriana. One of the

ladies, Mrs. Charles Badham (see cat.

no. 62), is known to have been staying only

a few doors down the street from him, but

whether or not Mrs. Mackie requested the

view as a reminder of her Roman lodg-

ings is unknown. As it happens, both

women, sojourning in Rome as part of

their grand tour, were married to promi-

nent doctors.

Mrs. Mackie's husband, a Scotsman,

had had a highly successful practice in

Southampton since about 1792 but had left

it in 1814, when he was in his mid-sixties.

During his tour of the Continent he cur-

tailed his professional activities, by and

large, though he did consent to see "the

queen of Spain, the ex-king of Holland, and

other persons of rank."' After his return to

England, he spent several winters at Bath

and finally settled in Chichester, where he

died in 1 83 1 at the age of eighty-three.

While sitting for Ingres, Mrs. Mackie

was able to converse with him in his native

tongue. Although English by birth, she

was descended from a long line of militant,

even heroic, French Protestants. A great-

grandfather on her mother's side, Daniel

Chamier, had fled to Switzerland after the

revocation of the Edict of Nantes and taken

a Swiss wife. He then settled in England,

where, like his father and grandfather before

him, he served as a pastor. Her paternal

grandfather had sought refuge in Germany,

where her father, Jean Des Champs, was

born, in 1709. Des Champs studied in

Marburg, was ordained a minister in Kassel,

and acted as tutor in Berlin to the sons of

Prince Friedrich of Prussia before moving

to London in 1747. Two years later he,

too, accepted a pastorate, which he held

until his death, and in 1753 he married

Judith Chamier.

Dorothea Sophia, born in 1755, was tne

couple's second child. Her older brother,

John Ezekiel, inherited the estate of his

mother's brother, the Anthony Chamier

who is remembered as a close friend of the

painter Joshua Reynolds and the literary

giant Samuel Johnson. She married

Dr. Mackie in 1784 and eventually had a

son and a daughter. Drawing on her French

heritage, she published, in 1802, an English

translation of the letters of Madame de

Sevigne. To judge from Ingres's portrait,

she cannot have been particularly attrac-

tive even in her youth, yet her face betrays

a lively, even droll, intelligence, as well

as a distinctly Huguenot probity.

Thanks to the journal kept by her daugh-

ter, Anna Sophia, we know precisely when

the portrait sitting took place: "9. April

1816.—Mama kindly consented to have a

seance of Ingre [sic]. ... 18. April 1 816.

—

Dear Mama's likeness of Ingre finished

and very good. I am delighted to have it."
2
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The wording of these entries suggests that

Anna Sophia was the one who commis-

sioned the portrait, one that must have

become even more precious to her three

years later, when her "dear Mama" died in

Vevey at the age of sixty-four.

H.N.

Editor's note: Georges Vigne (1995a,

p. 514, no. 2845, ill.) has suggested that Ingres

adapted the landscape background in his portrait

of Mrs. Mackie from a drawing he owned by the

so-called Master of the Little Dots (fig. 313).

For the author's complete text, see Naef 1977-80,

vol. 2 (1978), chap. 69 (pp. 85-88).

1. Dictionary ofNational Biography, vol. 35

(1893); quoted in Naef 1977-80, vol. 2

(1978), p. 85.

2. Naef 1956 ("English Sitters"), p. 428.

Provenance: Bydescent through the family

of the sitter to Miss Winifred M. Giles, great-

grandniece of Dr. John Mackie, the sitter's hus-

band; given by her to the Victoria & Albert

Museum, London, in memory of her sister Miss

Alice M. Giles, 1946

Exhibitions: Paris 1967—68, no. 90, ill.; Liv-

erpool, Kingston-upon-Hull, London 1979-80,

no. 26, ill.; Tubingen, Brussels 1986, no. 13

References: London, National Art-

Collections Fund 1947, p. 31, no. 1435, ill. p. 30;

London, Victoria & Albert Museum 1948, pi. 19;

London, Victoria & Albert Museum 1949, p. 45;

Naef 1956 ("English Sitters"), p. 428, fig. 8, p.

430; Naef i960 (Rome), p. 27, n. 52; Delpierre

1975, p. 24; Naef 1977-80, vol. 4 (1977), pp.

310—11, no. 169, ill.

61. Monsignor Gabriel Cortois de Pressigny

Before the end ofMay 1816

Graphite and watercolor

11 x y
5^in. (2J.8 x 19.4 cm), within the

drawn border

Signed and dated left, below the border: J. Ingres

Del a Rome 1816. [J. Ingres drew (this) in

Rome 1S16.]

Private collection

N tyo

In 1816 Ingres was given an opportunity to

portray the French ambassador to Rome,

Monsignor Cortois de Pressigny—an honor

he repaid with one of his masterworks.

We do not know whether the drawing was

commissioned or created as a parting gift

from the artist to a kind and generous com-

patriot. The portrait has become world

famous, not as a drawing but rather as an

etching, which Ingres executed himself the

same year—his only known work in the

medium.
1

It is easy to imagine that the

etching was commissioned because the am-

bassador was so pleased with the portrait

drawing. The work is a superb example

of Ingres's skills as a portraitist in a year

that found him at the height of his powers.

The prelate's handsome face, his noble

carriage, and the splendor of his episcopal

vestments all contribute to make the por-

trait seem very much out of the ordinary;

however, this perception would not be so
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overwhelming had the artist not rendered

its unusual details with such mastery.

Cortois de Pressigny was born in Dijon

in 1745, the son of prominent though not

titled parents.
2
Unlike so many men who

entered the priesthood because of family

considerations, he felt a genuine calling

in his early youth. His parents sent him to

Paris to the college of Saint-Sulpice, where

he performed brilliantly, and as a young

priest he soon attracted the attention and

admiration of his superiors. In 1786, at

only forty-one, he was named bishop of

Saint-Malo by Louis XVI. Though

extremely popular with his congregation,

Cortois remained in that office less than

four years. When the leaders of the Revo-

lution confiscated church properties in

1790 and demanded that the clergy swear

allegiance to a secular state, he chose to go

into exile rather than execute such an oath.

He spent the next ten years in Germany,

following with sorrow the tempestuous

developments in his homeland.

Once Bonaparte had managed to quell

political chaos and bring order, Cortois

returned to France, yet he still felt he could

not reclaim his high office in a state that

owed its existence to the murder of the

king who had awarded it to him. Imme-

diately after the monarchy had been

restored, Cortois was dispatched to Italy

to try to effect a revision of Napoleon's

Concordat with Rome. He arrived in

Rome in the summer of 1814 and stayed

only two years. His negotiations with the

Vatican were largely unfruitful, but this

lack of success was by no means inter-

preted as a personal failure. On the con-

trary, he won the respect of all who had

dealings with him in Rome, from his fel-

low churchmen to the small community

of French artists who worked in the city.

He was positively revered by the members

of his staff, several ofwhom Ingres also

immortalized in portrait drawings.

Back in France, Cortois de Pressigny

was accorded new honors. In 1817 Louis

XVIII made him a count and peer of France

and appointed him archbishop of Besancon.

Although poor health forced him to spend

much of his time in Paris, he managed to

endear himself to his see with the gentle-

ness and probity that had characterized his

actions all his life. He died in Paris in 1823

and was buried in the church of Saint-Roch.

In 1825 the portrait was lithographed, in

reverse, by Ulysse Mathey, 3 and in 185

1

Achille Reveil made a steel engraving of

it, also in reverse. There is a pencil sketch

of the prelate's right hand in the Musee

Ingres, Montauban.4 H . n .

For the author's complete text, see Naef 1977-80,

vol. 2 (1978), chap. 74 (pp. 109-13).

1. On the etching, see ibid., chap. 60, p. 23,

fig. 2, p. 109, n. 1. See also Paris 1867,

no. 383; Blanc 1870, p. 239 ("etching and

counterproof retouched and colored by

Ingres, for M. Gatteaux"); Delaborde 1870,

no. 430; Dodgson 1935, p. 281, ill. p. 280;

Memoires de VAcademie des Sciences et Belles-

Lettres de Dijon 1937, ill. opp. p. XLIX;

Pach 1939, ill. opp. p. no; Malingue 1943,

ill. p. 77; Goncourt 1956—58, vol. 17, p. 217,

entry for March 5, 1891; Schwarz 1959,

PP- 335-37, fig- 5, P- 334; Vigne 1995b,

p. 91, fig. 63.

2. Details of the archbishop's life have been

taken from Seze 1824.

3. On the lithograph, see Duplessis 1881, p. 274.

4. Inv. no. 867.369; Vigne 1995a, no. 2642.

Provenance: Monsignor Gabriel Cortois de

Pressigny (1745-1823), Paris; his secretary in

Rome in 1815-16, Alexis Artaud de Montor, Paris,

until 1849; his posthumous sale, 12, rue Saint-

Dominique-Saint-Germain, Paris, April 2—3,

1850, no. 152; purchased at that sale for 280 francs

by Francois-Martial Marcille (1786-1856), Paris;

his son Camille Marcille (1816-1875), Oiseme;

his posthumous auction, Hotel Drouot, Paris,
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March 6-7, 1876, no. 89; purchased at that sale

for 3,260 francs by Eugene Lecomte; his posthu-

mous sale, Hotel Drouot, Paris, June 11-13,

1906, no. 7; purchased at that sale for 7,200 francs

by Georges Cocteau; his widow by 1911; their

son Paul Cocteau, Paris; sold by him during

World War II to the Galerie Dubourg, Paris;

acquired from Jacques Dubourg by a private col-

lector in 1959 at the latest; the present owner

Exhibitions: Chartres 1858, no. 119 [eb];

Chartres 1869, no. 51 [eb] Paris 1911, no. 105;

Paris 1921, no. 85; Paris 1974, no. 28, ill.

Referen ces: Magimel 1851, no. 38, ill. (the

steel engraving by Achille Reveil); Gautier 1857,

p. 6; Saglio 1857, p. 77; Merson and Bellier de la

Chavignerie 1867, pp. 17, ro8; Delaborde 1870,

no. 392; La Chronique des arts 1875, p. 254; Anon.

1876, pp. 294-95; Duplessis 1876, p. 438;

Montrosier 1882, p. 12; Lapauze 1901, p. 267 (dis-

cussed on the basis of the engraving); Lapauze

1911a, pp. 176, 178, ill. p. 164 (the etching by

Ingres); Hautecoeur 1913, p. 273; Naef 1957

("Deux Dessins"), pp. 243-45, ill.; Schwarz

1959, pp. 335—37, fig. 6; Ternois 1959a, before

no. 45; Naef 1977—80, vol. 4 (1977), pp. 312-13,

no. 170, ill.

62. Mrs. Charles Badham, nee Margaret

Campbell

1816

Graphite

io
S/£x 8 5̂in. (26.3 x zi.8 cm)

Signed and dated lower left: J Ingres. Del Roma

1816. [J Ingres. Drawn (in) Rome 1816]

National Gallery ofArt, Washington, D.C.

The ArmandHammer Collection 1991. 2iy. 20

London and Washington only

Niyi

Fig. 133. Master of the Gardens of the Villa

Medici, Santissima Trinita dei Monti, before

1816. Graphite on paper, 4'/^ x 5 '/ in. (11 x

13.9 cm). Musee Ingres, Montauban (867.4398)

Ingres's drawing of Mrs. Charles Badham

is one of his finest portraits of English sub-

jects. A richly dressed woman in her best

years is seen seated out-of-doors on what

appears to be a terrace, her back turned to

one of the Roman cityscapes that add

incomparable richness to a number of the

drawings in Ingres's English series. (From

left to right are the Roman obelisk at the

top of the Spanish Steps, the palace of the

Villa Medici, and the steps leading to the

church of Santissima Trinita dei Monti.)

Doubtless for the sake of that background

the artist employed a most unusual compo-

sition: the subject is shifted to the right of

center, and this eccentricity is compounded

in that the lady also turns to the right.

What makes the drawing so brilliant,

however, is Ingres's use of the pencil. In

addition to registering with his accustomed

precision the subtlest details of the woman's

countenance, the artist has conjured from

his humble instrument a graphic richness

rarely equaled in his oeuvre, and since the

work has been perfectly preserved one can

experience this draftsmanly tour de force

in all its original glory.

For all its technical virtues, the drawing

sheds little light on the sitter's character.

She may well have been considered a

beauty, but it would have been easier for

the artist to suggest something of her inner

substance if her features had not been so

regular. She was thirty-five when she sat

for her portrait, and although virtually

nothing is known about her there is every

reason to suspect that she was far from

ordinary, for she was married to an un-

usually well educated physician and the

mother oftwo highly gifted sons.

Her husband, a year older than she, had

begun to practice in London in 1803 and

was shortly afterward appointed physician

to the duke of Sussex.
1

In 181 5 he set off

for an extended tour of the Continent,

proceeding by way of Naples to Albania,

where he was consulted by Ali Pasha, and

on to Athens. On his return he was elected

a Fellow of the Royal Society and admit-

ted to the Royal College of Physicians. In

1827 he was appointed to a chair in medi-

cine at the University of Glasgow, by

which time he may have lost his lovely

wife, for he married again about 1833. He

published a translation of the Satires of

Juvenal in addition to numerous medical

articles and died in London in 1845.

The older of the Badhams' sons, Charles

David (1806-1857), became a naturalist

and wrote important books on insects,

mushrooms, and classical zoological lore.

The younger son, Charles (1813-1884),

came to be regarded as the finest English

classical scholar of his age. He knew all the

extant Greek poetry by heart and had an

almost equal mastery of Latin, English,

French, and Italian literature. Before emi-

grating in 1867 from England to New

South Wales, where he was appointed pro-

fessor of classics and logic at the Univer-

sity of Sydney, he published valuable

annotated editions of Euripides and Plato.

During their stay in Rome the Badhams

resided at 25 Via Gregoriana.
1
They must

therefore have been familiar figures to

Ingres, who was then living on the same

street at number 34. This doubtless

explains why the artist chose to pose his

sitter only a few steps away from their

respective lodgings. h.n.
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Editor's note: Georges Vigne (1995a,

p. 543, no. 3015, ill.) has suggested that Ingres

adapted the landscape background in his portrait

of Mrs. Badham from a drawing he owned by

the so-called Master of the Gardens of the Villa

Medici (fig. 133).

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 70 (pp. 89-93).

1. The life sketches of Charles Badham and his

sons Charles David and Charles are drawn

from their respective entries in the Dictionary

ofNational Biography, vol. 2 (1885).

2. Domicile register of the San Andrea delle

Fratte congregation for 1816, Archivio del

Vicariato, Rome.

Provenance: By inheritance and descent,

through the family of the sitter, to C. Badham

Jackson, Esq., her great-grandson; his sale,

Sotheby's, London, December 12, 1928, no. 145,

sold for 820 pounds sterling to Dr. Tancred

Borenius, London; Wildenstein & Co., Inc.,

New York; purchased from that gallery by

Mrs. Jesse I. Straus, New York, 1929; her

sale, Parke-Bernet Galleries, New York, Octo-

ber 21, 1970, no. 49; purchased at that sale for

$65,000 by Dr. Armand Hammer (1897—1990);

the Armand Hammer Foundation; gift of the

foundation to the National Gallery of Art,

Washington, D.C., 1991

Exhibitions: New York 1961, no. 22, ill.;

Cambridge (Mass.) 1967, no. 37, ill; Washing-

ton, New York, Philadelphia, Kansas City 1971,

no. 147, ill.; Los Angeles, London, Dublin 1971—

72, no. 74, ill.; Washington 1974, no. 72; Paris

1977, no. 75L-1, ill.; Washington 1978, p. 93

References: Zabel 1930, ill. p. 378; Cassou

1934, fig. 15, p. 157; Ford 1939, pp. 8-9, pi. Ill C,

p. 11; Naef i960 (Rome), p. 27, n. 52; Schlenoff

1967, fig. 64, p. 378; Mongan 1969, p. 146, fig. 20,

p. 154; Apollo 1970, ill. p. 128; Anon., April 1971,

ill. p. 335; Art at Auction 1971, ill. p. 90; White

1972, p. 460, fig. 7, p. 461; Naef 1977-80, vol. 4

(1977), pp. 314-15, no. 171, ill.; Brown 1982,

pp. 68-69, 86-88, ill.; Walker 1984, no. 1091
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63. Lady William Henry Cavendish Bentinck,

nee Lady Mary Acheson

1816

Graphite

85j£x 63^in. (21.9 x ij cm)

Signed and dated lower left (thefirst two lines are

written over an erased signature): Ingres fecit /

roma / 1816 [Ingres made (this) / Rome 1816]

The Metropolitan Museum ofArt, New York

Bequest ofGrace Rainey Rogers, 1943 43.85.6

New York only

N174

This drawing is discussed under cat. no. 59.

Provenance: Lady William Henry

Cavendish Bentinck, London, until 1843;

Hariet [?] Grattfan?] (according to an inscription

on the back of the former mount); acquired from

an unknown English collection by Henry Lapauze

(1867—1925) by 1919; his posthumous auction,

Hotel Drouot, Paris, June 21, 1929, no. 33; pur-

chased at that sale for 205,000 francs by M.

Knoedler & Co., New York; purchased from

Knoedler by Mrs. Grace Rainey Rogers (1867-

1943), New York, 1931; her bequest to The

Metropolitan Museum of Art, New York, 1943

Exhibitions: Richmond 1947, no. 16; San

Francisco 1947^0. 8; Cambridge (Mass.) 1967,

no. 38, ill.; New York 1970, no. 47; New York

1988-89

References: Lapauze 1919, p. 8; Ford 1939,

p. 7; Mongan 1944, p. 396; Alazard 1950, p. 62,

pi. XXXIII; Mathey 1955, no. 15, ill.; Mongan

1969, p. 146; Naef 1977—80, vol. 4 (1977),

pp. 320—21, no. 174, ill.
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tSl6

Graphite

i5
5
/g* to'^in. (3$.8 x 26.1 cm), framed

Signed and dated lower left: Ingres Del. Rome.

/ 1816 [Ingres drew (this in) Rome. / 1816]

The J. Paul Getty Museum, Los Angeles,

California 82. GD. 106

London and Washington only

Niyy

64. Lord Grantham (Thomas Philip

Robinson)

Though he certainly did not wish to be

thought of as a souvenir portraitist, Ingres

must have had to behave like one when

negotiating prices with his English sitters.

Was the drawing to be large or small?

Was it to be a bust, include the hands, or

show the whole figure? And what about

the background? A Roman cityscape or an

interior would, of course, be extra.

For Lord Grantham, who called on the

struggling artist in 1816, only the deluxe

treatment would do. His is the second-

largest portrait in Ingres's English series,

exceeded in size only by the artist's draw-

ing of Lady William Bentinck (cat. no. 59)

done the previous year. And Grantham

chose to be portrayed full length, standing

in front of a window with a view of Saint

Peter's. Grantham had every reason to

be confident of his appearance. He was

blessed with regular features and a hand-

some head of hair, and was in the habit

1806-1820 201



of engaging only the finest of London's

tailors and bootmakers.

A man like Lord Grantham is not made

in a day, but is rather the product of cen-

turies of breeding. The illustriousness of

his ancestry is attested by the multiple

titles that converged on his person over the

years.
1

At the age of five, in 1786, he became

the third Baron Grantham on the death of

his father, Thomas Robinson. When he

was eleven, a cousin died without issue,

making him the sixth Baronet Robinson,

and from an uncle, William Weddell, he

inherited the splendid country seat Newby

Hall, in Yorkshire. On the attainment of

his majority, he officially adopted the

Weddell name, as well. Finally, the death

of his mother's sister in 1833 meant that he

was at once both the fifth Baron Lucas and

the second Earl Grey, and he accordingly

changed his name, this time to De Grey.

The young baron set out on his first

tour of the Continent after leaving Cam-

bridge in 1801, but was forced to cut it

short by the outbreak of war in 1803. He

then joined the yeomanry and by the end of

that same year was a major in a Yorkshire

regiment. In 1805 he married a daughter of

the first earl of Enniskillen, and in time

they had two daughters and a son. Such

was the fashionable gentleman of thirty-

five who turned up in Rome in 1816; his

accomplishments were in no way excep-

tional, given his aristocratic birth.

Grantham's subsequent career took him

somewhat higher. In 1831, in recognition

of his diligence to duty in the cavalry

guard, King William IV created especially

for him the rank of King's Aide-de-Camp

for the Yeomanry Service, one confirmed

on the accession of Queen Victoria in 1837.

Although he was a lackluster member of

the House of Lords, his politics placed him

on the side of Robert Peel, who appointed

him Lord of the Admiralty in 1834 and

lord lieutenant of Ireland in 1841. De Grey

resigned from the latter post—the highest

he would attain—in 1844. Widowed in

1845, ne spent his last years writing and

tending to his obligations as a member of

various learned societies. He had been ap-

pointed president of the Royal Institution

of British Architects on its founding, in

1834, and he remained in that office until

his death, at seventy-eight, in 1859.

H.N.

Editor's note: Georges Vigne (1995a,

p. 515, no. 2853, ill.) has suggested that Ingres

adapted the landscape background in his portrait

of Lord Grantham from a drawing he owned by

the so-called Master of the Little Dots (Musee

Ingres, Montauban; inv. no. 867.4400).

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 68 (pp. 79-84).

1. The following biographical information is

drawn from the Dictionary ofNational Biog-

raphy, vol. 23 (1890), p. 208, s.v. "Grey";

and from Burke s Peerage, Baronetage

and Knightage, 63rd ed. (1901), p. 1280,

s.v. "Ripon"; 104th ed. (1967), p. 1567

s.v. "Lucas."

Provenance: Thomas Philip Robinson,

third Baron Grantham, later second Earl De

Grey and fifth Baron Lucas (1781—1859), Lon-

don; Mrs. Henry Vyner, nee Lady Mary

Gertrude Robinson, his daughter, Newby Hall,

Yorkshire, until 1892; Robert Charles De Grey

Vyner, her son, Newby Hall, until 1915; Lady

Alwyne Frederick Compton, nee Mary Evelyn

Violet Vyner, his daughter, until 1957; Major

Edward Robert Francis Compton, her son;

Robert Compton, his son, Newby Hall; Somer-

ville and Simpson, London; The J. Paul Getty

Museum, Los Angeles, Calif., 1982

Exhibitions: London 1956-57, no. 693; New
York, London 1993-94, no. 63 (New York),

no. 109 (London)

References: Ford 1939, pp. 9, 11, fig. A on

pi. 3; Honour 1955, p. 247, fig. 4, p. 249; Anon.,

December 1, 1956, ill. p. 950; Naef i960 (Rome),

p. 27, n. 52; Musgrave 1974, p. 13, ill. p. 12; Naef

1977-80, vol. 4 (1977), pp. 326—27, no. 177, ill.;

Goldner 1988, pp. 172-73, no. 76, ill.

65. Charles Thomas Thruston

66. Mrs. Charles Thomas Thruston, nee

Frances Edwards

65. Charles Thomas Thruston

1816

Graphite and watercolor

8'^x 63/
s

in. (20.8 x 16. i cm), framed

Signed lower left: ingres. a / Rome / 1816.

Private collection

Niy8

66. Mrs. Charles Thomas Thruston, nee

Frances Edwards

ca. 1816

Graphite

8 1/
g
x 6%in. (20.6 x i5.8 cm), framed

Private collection

N1J9

It is odd that Ingres's drawings of Mr. and

Mrs. Charles Thomas Thruston were not

conceived as pendants. The portrait of

Mrs. Thruston is undated, but it must have

been executed at about the same time as

the one of her husband, in 1816.

His angelic appearance notwithstand-

ing, Thruston was a seasoned naval officer

with years of heroic service behind him

when he posed for Ingres at the age of

thirty. He was born in Suffolk in 1786.

His father, a member of Suffolk's landed

gentry who had also practiced law, died

when the boy was only three. In 1792

his widowed mother married the naval

officer Valentine Gardner, a brother of

Baron Alan Gardner, who would later

serve as Lord of the Admiralty. Pattern-

ing himself after his stepfather, Charles

Thomas joined the Royal Navy at the

age of twelve.

His military career was brief but event-

ful. His first triumph came in 1809, when

he was serving as a lieutenant on the

Endymion. Shortly after the ship had

helped to rescue the remnants of General

Moore's army at La Coruna, its crew was

asked to come to the aid of a group of
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Spanish patriots rebelling against French

occupation forces. Thruston, the only

officer who spoke Spanish, accordingly

played a key role in the operation, demon-

strating a rare combination of intelligence

and cool recklessness."

In 1811, having escaped death by a hair

in Spain, he sailed to the South Seas,

where the British navy was taking posses-

sion of the Dutch colonies. In 1 812, after

the Dutch surrender, Thruston was given

command of the corvette Hester and

ordered to Bali to watch for the expected

arrival of the French fleet. Monsoon winds

drove his ship toward Timor instead, and

he was forced to drop anchor at Kupang.

The island's Dutch governor had not been

informed of the British victory, and it was

only thanks to Thruston's steely handling

of the situation that he was able to claim

the colony for the British despite the fact

that his ship was poorly manned and his

crew weakened by illness.
2

Thruston himself fell victim to a severe

liver ailment from which it was feared he

might not recover. He was taken home to

England, where he was nursed for the next

several years. In the summer of 1815 his

health was sufficiently restored to permit

him to marry the twenty-five-year-old

Frances Edwards, an heiress from Merion-

ethshire, in the north of Wales. Thruston

owned an estate in the same county, but

whether he had come into possession of it

by the time they met is unknown. The

couple's visit to Rome was part of their

wedding trip.

It appears that Thruston told his portrait-

ist something about his seafaring past, for

above a straight horizon line in the back-

ground can be seen a small fleet of ships.

The drawing is the only one in Ingres's

series of English portraits that includes

any allusion to the sitter's occupation.

Thruston's black shirt is an equally un-

usual feature—found nowhere else in the

artist's oeuvre. As Ingres scholar Marjorie

B. Cohn has suggested, the artist probably

used oxydized lead white, a pigment that

turns dark under certain conditions.

The artist's portrait of Thruston's pretty

young wife is less commanding. Although

the drawing is impeccable, it reveals little

of the sitter's personality. What she may

have been like is in any case a mystery, for

only the most superficial details of her life

are known. She died of a fever in 1828,

leaving her husband with four small chil-

dren. Thruston married again in 1829, and

his new wife bore him yet another child.

He died in London in 1858 as the result of

an accident. 3 h . n .

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 71 (pp. 94-99).

1. Marshall 1823—35, vol. 4, pt. 1 (1833),

pp. 37-64.

2. Ibid., pp. 59-63.

3. Gentleman's Magazine 1858, p. 315.

Cat. no. 65. Charles Thomas Thruston

Provenance: Charles Thomas Thruston

(1786-1858); Charles Frederick Thruston, his

son, Talgarth Hall, Merionethshire, until 1882;

Mrs. William Edward Allen, nee Mary Frances
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Thruston, his daughter, until 1922; her daughter

Miss Dorothy Mary Allen, Beccles and London;

purchased from her by Baron Elie de Rothschild

in 1956; the present owner

Exhibitions: Paris 1967-68, no. 88, ill.;

New York 1988b, no. 22, ill.

References: Naef 1958 ("Unpublished

English Sitters"), pp. 61-62, fig. 23 on p. 63;

Delpierre 1975, p. 23; Naef 1977—80, vol. 4

(1977), PP- 328-29, n°- 178, ill-

Cat, no. 66. Mrs. Charles Thomas Thruston, nee

Frances Edwards

Provenance: The same as for cat. no. 65

Exhibitions: Paris 1967-68, no. 89, ill.;

New York 1988b, no. 23, ill.

References: Naef 1958 ("Unpublished

English Sitters"), pp. 61-62, fig. 24 on p. 63;

Naef 1977-80, vol. 4 (1977), PP- 33°~3 :
,

no. 179, ill.

67. Joseph Woodhead and His Wife, nee

Harriet Comber, and Her Brother, Henry

George Wandesford Comber

1816

Graphite

12 x S^in. (30.4 x 22.4 cm)

Signed and dated lower right: Ingres a /

rome 1816. [Ingres in / Rome 1816.]

Lent by the Syndics ofthe Fit^william Museum,

Cambridge, England PD. 52-194J

Nigo

Ingres's portrait of the Woodheads and

Mrs. Woodhead's brother, Henry Comber,

is one of the artist's finest drawings of

English visitors to Rome. One of his

rare group portraits, it is unusually large.

A young woman seated in the center of

the composition rests her right hand on

the arm of an older man, who bends toward

her. Behind her towers the figure of a youth

as elegant and handsome as any in the

artist's oeuvre. The drawing is a graphic

delight; Ingres's pencil never tarries over

detail but moves on unhesitatingly, freely

piling rhythm upon rhythm, form upon

form. In his desire to capture the bond of

affection between husband and wife, he

drew Joseph Woodhead's arm too long

and failed to render Harriet Woodhead's

right elbow convincingly, but these faults

are minor, given the richness of the com-

position as a whole.

The Comber siblings were descended

from a long line of churchmen, the most

notable ofwhom, their great-grandfather

Thomas Comber, was a major force in

the English church in the seventeenth

century as dean of Durham. At the time

they were born—Harriet in 1793, Henry

in 1798—their father was the vicar at

Creech St. Michael, in Somerset, but in

1813 he moved to Yorkshire to become

rector of the parish of Oswaldkirk. He had

inherited a sizable manor house in York-

shire but at some point sold it, thereby

assuring himselfand his children of a

comfortable living.

The year after he posed for his portrait

in Rome, Henry Comber began his studies

at Cambridge. He married a parson's

daughter in 1820, took his degree in 182 1,

and was made a deacon in York in 1822.

When his father died in 1835, he took over

the parish in Oswaldkirk, where he served

as rector until his death in 1883.

His brother-in-law, Joseph Woodhead,

born about 1774, worked as an agent for

the Royal Navy. He must have prospered,

for in marrying the highly refined and

much younger Harriet Comber he appears

to have reached above his station. More-

over, he was able to combine his honey-

moon with a proper grand tour, at least

part of which the newlyweds shared with

the bride's eighteen-year-old brother. The

Woodheads had at least one son and a

daughter, and in their later years they

appear to have lived in Brighton, where

Joseph died in 1866, Harriet in 1872.

H.N.

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 73 (pp. 104-8).

Provenance: Mr. and Mrs. Joseph Wood-

head, Brighton, until Harriet Woodhead's death,

in 1872; Mrs. Young, nee Woodhead, their daugh-

ter; Miss Grace Woodhead, their niece, until

1933; Henry Alexander Walker, her nephew and

a great-grandson of the Joseph Woodheads; pur-

chased from him for 1,200 pounds sterling by the

National Art-Collections Fund and presented to

the Fitzwilliam Museum, Cambridge, 1947

Exhibitions: London 1959, no. 74; London

1965b, no. 37, fig. b on pi. 5; Liverpool 1968,

no. 46, pi. 20; London 1970 (not in catalogue);

Paris, Lille, Strasbourg 1976, no. 50, ill.; New
York, Fort Worth, Baltimore, Minneapolis,

Philadelphia 1976-77, no. 108, ill.; Liverpool,
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Kingston-upon-Hull, London 1979-80, no. 28,

Tubingen, Brussels 1986, no. 16

References: Ford 1939, pp. 7-8, pi. I, p. 2;

London, National Art-Collections Fund 1948,

p. 20, no. 1459, '" P- 2 T'
A-lazard 1950, p. 63,

n. 14, p. 147, pi. XXXVI; Blunt and Whinney

1950, p. 182; Winter 1958, p. 392, no. 99, pi. 99;

Schurr 1976, ill. p. 163; Naef 1977-80, vol. 4

(1977), pp. 332-33, no. 180, ill.; Delpierre 1986,

pp. 76, 82, n. 20
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68. Dr. Thomas Church

69. The Reverend Joseph Church

68. Dr. Thomas Church

1816

Graphite

8 x 6^in. (20.4 x 16 cm)

Signed and dated lower left: Ingres Del / rom.

1816. [Ingres drew (this in) / Rome 1816.]

Los Angeles County Museum ofArt

Purchased withfundsprovided by the Loula D.

Lasker Bequest andMuseum Associates

Acquisition Fund

New York and Washington only

N183

In all ofWestern portraiture there is noth-

ing to compare with Ingres's astonishingly

realistic drawing of a feisty, spindle-thin,

ugly old man named Thomas Church. It

was executed in Rome in 1816 as a com-

panion piece to the portrait drawing of his

equally unprepossessing brother, Joseph.

If the latter depiction fails to inspire the

same degree of admiration, it is doubtless

only because its subject was less forceful,

for the drawing is equally magisterial in

its artistry. The two take on added interest

as pendants; the contrast between the dull

brother and the more volatile one could

not be greater.

Some former owner, perhaps even the

subjects themselves, apparently assumed

that the creator of these two masterworks

was unknown, for at one time there was

a label on the mount of the drawing of

Thomas Church that read: "Thomas

Church Esqre / brother of / Revd Joseph

Church / Died 1821. / Painted in Rome

by Italian / artist— 1816." It is quite



6g. The ReverendJoseph Church

1816

Graphite

7^gX 6^ in. (20 x iGcm)

Signed and dated lower right: Ingres Del Rom.

1816. [Ingres drew (this in) Rome 1816.]

Virginia Museum ofFine Arts, Richmond

Collection ofMr. andMrs. Paul Mellon

95-35

New York and Washington only

NiS2

conceivable that the two brothers had no

idea who the artist really was. In the des-

perate years between 181 5 and 18 17, secur-

ing commissions for portrait drawings from

English tourists was all that kept food on

his table, and one biographer alleges that

Ingres went so far as to hire a tout:

Reduced to drawing small portraits,

[Ingres] was able only in this way to obtain

some kind of credit with the foreigners

who came to Rome. And even then, in

order to win their favor and procure a

small income from them, he first had to

secure the services ofan influential domes-

tic, who, for one ecu skimmed off the price

of each drawing—eight ecus (roughly

forty-two francs) for a bust, twelve ecus

for a full-length portrait—would recom-

mend Ingres to his own clients.'

If such a man existed, he would have found

especially easy pickings among provincials

such as the Church brothers.

The two men were the oldest and

youngest sons, baptized in 1758 and 1765,
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respectively,
2
of a John Church, who

worked as a doctor in the tiny village of

Coltishall, near Norwich. Thomas became

a country doctor like his father, and as the

oldest son he inherited his father's prop-

erty. There he appears to have led the

uneventful life of a bachelor, interrupted

only by a trip to Italy in his later years.

He was fifty-eight when he sat for Ingres,

and he died five years later. 3

His brother, the Reverend Joseph

Church, then rector in the neighboring

village of Frettenham, was his sole heir,

suggesting that their four intervening sib-

lings had died in the meanwhile. Joseph

had studied at Cambridge University, re-

ceiving a bachelor's degree in 1788 and a

master's degree in 1791, and stayed on as a

fellow until 1804.
4 He was appointed to

the post in Frettenham in 1807, and in

the following year he married a Norwich

widow. A second marriage was recorded

in 1823; apparently both marriages were

without issue. He died at age sixty-four

in 1830.
5

A most unusual document came to light

at the time the two drawings were auc-

tioned at Sotheby's in 1966. Pasted on the

back of the original mount of Thomas's

portrait was a small slip of tracing paper

with an inscription in Ingres's hand:

To reach the drawing itself, you have

to remove the light sheet of paper cover-

ing it. In order for the drawing to be lit

correctly, the light must be coming in

from the left-hand side of the person

observing it.

The artist had obviously cut these

instructions from a larger piece of tracing

paper that he folded over the drawing for

protection before handing it over. It indi-

cates how deeply he cared for even those

works he was obliged to produce in order

to survive. H . N

.

For the author's complete text, see Naef

1977—80, vol. 2 (1978), chap. 67 (pp. 73-78).

1. Delaborde 1870, pp. 35—36; quoted in Naef

1977-80, vol. 2 (1978), p. 74.

2. Baptismal register, Coltishall. The informa-

tion was kindly provided in a letter to the

author by the Reverend Leslie ]. Lee, rector

of Coltishall, October 14, 1971.

3. Norwich Mercury 1821, p. 3, col. 4.

4. Venn 1944, p. 37.

5. Norfolk Chronicle 1830, p. [3].

6. Quoted in Naef 1977-80, vol. 2 (1978), p. 78.

Cat. no. 68. Dr. Thomas Church

sale for 10,500 pounds sterling by the Walter

Feilchenfeldt gallery, Zurich; purchased from

that gallery in 1967 by the Los Angeles County

Museum ofArt

Exhibitions: Los Angeles 1975, no. 85, ill.;

Austin 1977; Los Angeles 1978—79; Los Angeles

1983; Louisville, Fort Worth 1983-84, no. 65;

Los Angeles 1984; Los Angeles 1987; Los Ange-

les 1997-98, no. 47, ill.

References: Duleep Singh 1928, vol. 2,

p. 307, no. 14; Ford 1939, p. 9, ill. D on pi. Ill,

p. 11; Critica d'arte 1966, p. 20, fig. 61; Anon.,

February 1967, p. 122, fig. 6; Art News 1967, ill.

p. 22; Naef 1967 ("L'Ingrisme"), p. 31; Members'

Calendar 1968, p. [2], ill. p. [1]; Anon. 1969

[Director], p. 13, ill. p. 14; Anon., summer 1969,

p. 215, ill. p. 231; Antiques 1969, ill. p. 684;

Feinblatt 1969, pp. 262-65,% 2
> P- 263;

Feilchenfeldt 1972 [no. 1], ill.; Young 1975,

p. 221, fig. 15, p. 224; Naef 1977—80, vol. 4

(i977),PP-33 8-39> n°- l8 3, ilL

Cat. no. 69. The ReverendJoseph Church

Provenance: Presumably Thomas Church

and Joseph Church, Frettenham, Norfolk, until

1821; Joseph Church until 1830; apparently given

or bequeathed by him to his godson John Longe;

John Longe, Spixworth, until 1872; presumably

his brother and heir, the Reverend Robert Longe,

Spixworth, until 1890; his son Robert Bacon

Longe, Spixworth, until 191 1; his auction, Spix-

worth Park, Norfolk, March 19-22, 1912, under

no. 198; purchased at that sale for 22 guineas,

together with its pendant, by the Honorable

Miss Adele Emily Anna Hamilton; the Honor-

able Miss Hamilton, later the Honorable Mrs.

Clement Eustace Macro Wilson, until 1946; her

sons David C. Wilson, Sheffield, and the Reverend

Michael Wilson, Ndola, Northern Rhodesia*;

David C. Wilson sale, Sotheby's, London,

December 1, 1966, no. 74; purchased at that

Provenance: The same as for its pendant,

cat. no. 68, until 1966; David [C] Wilson

auction, Sotheby's, London, December 1, 1966,

no. 75; purchased at that sale for 9,000 pounds

sterling by Colnaghi & Co., London, for Paul

Mellon; Mr. and Mrs. Paul Mellon, Upperville,

Va.; their gift to the Virginia Museum of Fine

Arts, Richmond, 1995

References: Duleep Singh 1928, vol. 2,

p. 307, no. 13; Ford 1939, p. 9; Naef 1956 ("English

Sitters"), p. 428, fig. 9, p. 430; Critica d'arte 1966,

p. 20, fig. 60; Schurr 1968, p. 13, fig. 4; Feinblatt

1969, p. 262, fig. 3, p. 264; Naef 1977-80, vol. 4

(i977), PP- 336-37, no. 182, ill.

*From 1939 to 1948, on loan to the Tate Gallery,

London
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70. Alexander Baillie

1816

Graphite

6!/in. (21.5 X l6.5 cm), mounted

Signed and dated lower right: Ingres. Del /

Rome 1816 [Ingres drew (this) / Rome 1816]

Private collection

N186

The odd-looking man who sat for Ingres

in his fur-trimmed coat in the early months

of 1816 was the oldest child, born in 1777,

of the wealthy merchant James Baillie, from

the Scottish family Baillie of Dochfour. The

opulence in which the young Alexander

grew up is suggested by a family portrait

painted by Thomas Gainsborough for the

exhibition at the Royal Academy in London

in 1784.' Like his father, the younger Baillie

was uncommonly tall, for which reason

Lord Byron, a school comrade, called him

"Long Baillie":

Baillie (commonly called Long Baillie, a

very clever man, but odd), complained in

riding to our friend Scrope B. Davies,

"that he had a stitch in his side." "I don't

wonder at it" (said Scrope) "for you ride

like a tailor." Whoever had seen B. on

horseback, with his very tall figure on a

small nag, would not deny the justice of

the repartee.
2

On a journey to Jamaica in 1808, pre-

sumably in connection with his father's

trading interests, Baillie met the love of

his life. As fate would have it, his ship res-

cued a number of people who had been

shipwrecked, and among them was a

young Norwegian, Jorgen von Capellen

Knudtzon, who would become Baillie's

inseparable companion.

Knudtzon was seven years younger than

Baillie and, like him, the son of a wealthy

merchant. The two were thus freed from

any obligation to work for a living and

could devote much of their time to travel,

favoring spots noted for natural beauty,

healthy climate, stimulating art, and culti-

vated society. Knudtzon's biographer

Hroar Olsen describes his subject as lively,

cheerful, enthusiastic, and full of energy,

unlike Baillie, who tended to be quiet, re-

served, and phlegmatic. Their first two

years together were spent in Spain and

Italy; then, in 181 3, they set out for Saint

Petersburg. Lady Sarah Lyttelton, later

governess to the children of Queen Vic-

toria, relates in her diary how she crossed

paths with the two men on her own trip

to Russia:

The inn at Bjorkby, where we found Mr.

Baillie and Mr. Knudzen, his Norwegian

ally, both going to bed in the only appart-

ment [sic]. Dark night, bad roads, impos-

sibility of getting on—therefore dilemma.

But gallantry of Messrs. Baillie and

Knudzen. They contract themselves into

one room and leave us place enough. 3

Once it became possible to travel on the

Continent again after Napoleon's abdica-

tion at Fontainebleau in April 18 14, the

two friends set off across France for Italy.

On that trip Knudtzon paid a visit to

Napoleon on Elba. It is not known whether

Baillie went along. They spent the winter

of 1815—16 in Rome, where Knudtzon

formed a close friendship with the sculptor

Bertel Thorvaldsen. In his letters to Thor-

valdsen, Knudtzon indicates that he and

Baillie left Rome for Venice in March of

1816, so Baillie must have sat for Ingres in
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January or February—at roughly the

same time that the Danish sculptor was

producing portrait busts of the two men.

There is nothing to suggest that Ingres

might also have drawn a portrait of

Knudtzon; the highly unusual strict frontal

pose in the Baillie drawing would seem to

preclude a possible pendant.

Knudtzon's subsequent correspondence

with Thorvaldsen provides a record of the

friends' continued travels, for it includes

letters addressed from Venice, London,

Trondheim (the Norwegian's hometown),

Florence, Naples, Teplitz, Bagneres-de-

Bigorre, Livorno, Milan, Interlaken, Lau-

sanne, Paris, and Malta. The two owned

a house in Naples, where they generally

spent the winter; during the summer months

they could most often be found in the

Swiss Alps.

Their idyllic life together ended in 1854,

when Knudtzon took ill in Naples in April

and was taken by his brother for treatment

to Paris, where he died in July. Baillie,

who had stayed in Naples, survived him

by a mere six months. H . N

.

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 62 (pp. 33-38).

1. Davies 1946a, no. 789.

2. Byron 1901, p. 419.

3. Lyttelton 1912, p. 167.

Provenance: Presumably Alexander Baillie

(1777— 1855); Francois Flameng, Paris, by 1911;

his sale, Galerie Georges Petit, Paris, May 26—

27, 1919, no. 120, as "Alexandre Boyer, ne a Lon-

dres en 1777, mort a Naples en 1855"; purchased

at that sale for 19,000 francs by Mori for Dr.

Lucien-Graux; Dr. and Mme Lucien-Graux, nee

Flavigny, Paris; sold or consigned for sale by

Mme Lucien-Graux about 1957, after the death of

her husband; the present owner since 1961

Exhibitions: Paris 1911, no. 101, as Alexan-

dre Boyer; Paris 1921, no. 81, as Alexandre Boyer;

Zurich 1973 (not in catalogue); Liverpool,

Kingston-upon-Hull, London 1979-80, no. 30,

ill; Tubingen, Brussels 1986, no. 12

References: Lapauze 1911a, ill. p. 161, as

Alexandre Boyer, tyyy-iSSS; Saunier 1918, p. 24,

ill., as Alexandre Boyer; La Renaissance de Van

francais 1921, ill. p. 231, as Alexandre Boyer;

Naef 1956 ("English Sitters"), p. 435, fig. 14,

p. 434 (sitter identified); Sass 1963—65, vol. 1,

pp. 252-53, ill., vol. 3, p. 154, n. 152; Naef 1977-

80, vol. 4 (1977), pp. 344-45, no. 186, ill.

71. Sir John Hay and His Sister Mary

1S16

Graphite

11 '/
2
x8 5/

g
in. (zg.i x 21.3 cm)

Signed and dated lower right: Ingres Del. /

a Roma / 1816. [Ingres drew (this) /

at Rome / 1816.]

The British Museum, London igjg-g-iy-i

London and Washington only

NiSy

The Ingres drawing now identified as a

double portrait ofJohn and Mary Hay was

acquired by the British Museum in 1938

and promptly published in the Illustrated

London News.
1 As it had been passed down

in the Hay family, there was little doubt

about the identity of the male figure; given

the date of the drawing and the man's

apparent age in it, he could only be Sir

John, sixth Baronet Hay (1788—1838).

Since he wears a flower in his lapel and

the woman a matching one pinned to her

bosom, and since she clearly wears an

engagement ring, it was assumed that the

work commemorates a betrothal and that

the female figure was therefore the Anne

Preston whom Hay married in 182 1.

That identification was thrown into ques-

tion when it was learned that a granddaugh-

ter of Sir John Hay's sister Mary owned a

reproduction of the female figure alone,

which she had been told was a portrait of

her grandmother. It thus appeared that the

subjects were brother and sister, despite

the evident symbols of an engagement.
2

The puzzle was nicely resolved the fol-

lowing year, thanks to the diligence of a

British Museum curator. She contacted

another granddaughter of Mary Hay, who

related the story of the drawing as told to

her by her father. According to her, Mary's

fiance, George Forbes, was in Rome with

her family, and he commissioned Ingres

to do a portrait drawing of himself and

Mary Hay as a betrothed couple. Forbes

was called away from Rome at the time

arranged for the final sitting, and Ingres

refused to reschedule. Mary's brother John

was therefore drafted to stand in for him,

but the artist also refused to alter the com-

position. The male figure is thus a hybrid

formed ofJohn Hay's head on George

Forbes's body. Forbes was so annoyed at

the artist's high-handedness that he refused

to accept the work, though he later had a

photograph made of his wife's figure, with

that of his brother-in-law blanked out, and

gave copies to each of his children. 3

Although the overall impact of the

drawing is powerful, closer inspection

does indeed reveal that something is amiss.

Erasures in the area of the man's head have

compromised the surface of the paper so

that the pencil lines here lack the exquisite

clarity of those in the rest of the work. The

lines that describe John Hay's left cheek,

for example, are positively unsightly. The

artist was doubtless irritated not only by

the damage to the paper but also by the

occasion for the erasures.
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Both the Hays and the Forbeses were

Scottish aristocrats. John Hay did little

enough to enhance the family name, and his

marriage to the above-mentioned Anne

Preston produced no children. He inherited

the baronetcy on the death of his father in

1830 and served in Parliament as a represen-

tative of Peebles—without distinction

—

from 1831 until his death in 1838.

George Forbes, whom Mary Hay married

in 1819, was a worthy son of the highly

regarded Scottish banker Sir William, sixth

Baronet Forbes of Pitsligo. George even-

tually became the head of the bank, and he

died in 1857. The couple appears to have

had eleven children. Mary died in Cocker-

mouth, Cumbria, in 1 877. H . N

.

For the author's complete text, see Naef 1977-80,

vol. 2 (1978), chap. 66 (pp. 67—72).

1. Illustrated London News 1938, p. 357, ill.

2. Senior 1939c, pp. 1-2.

3. Senior 1939b, p. 128.

Provenance: Sir John, sixth Baronet Hay

(1788-1838); Sir Adam, seventh Baronet Hay, his

brother, until 1867; Sir Robert, eighth Baronet

Hay, his son, until 1885; Athole Stanhope Hay,

his son, until 1933; Athole Hay, his son, until 1938;

purchased from his family for £493 1 s. 6d. through

the law firm Trower, Still & Keeling, London,

and the auction house Christie's, London, by

the National Art-Collections Fund and presented

to The British Museum, London, 1938

Exhibitions: Sheffield;* Paris 1967-68,

no. 91, ill. (with erroneous provenance);

London 1972, no. 346; London 1974, no. 311;

Southampton, Manchester, Hull, London

1995 (exhibited only in Hull and London),

References: IllustratedLondon News 1938,

p. 357, ill. ("a portrait drawing believed to be Sir

John Hay, 6th baronet, and Miss Anne Preston,

whom he afterwards married"); Ford 1939, p. 8,

fig. A on pi. II, p. 6, as SirJohn Hay and His

Sister Mary [or] His Future Bride^Senior 1939a,

p. 32, no. 1097, ill. p. 33, as SirJohn Hay and

His Sister Mary3 Senior 1939b, p. 128, as Sir

John Hay and His Sister Mary; Senior 1939c,

pp. 1-2, fronds., as SirJohn Hay and His Sister

Mary; Davenport 1948, vol. 2, no. 2321, p. 826,

ill.; Alazard 1950, pi. XXXIV; Sitwell 1973,

p. 262, ill. p. 261; Delpierre 1975, p. 22; Naef

1977-80, vol. 4 (1977), pp. 34S-47, n°- 187,

ill.; London, British Museum 1984, p. 139,

no. 131, ill. p. 138

*"Hung for some time at the Graves Art Gallery

at Sheffield, where it was on loan"; Daily Inde-

pendant 1938.

72. Madame Louis-Nicolas-Marie

Destouches, nee Armande-Edmee Charton

1816

Graphite

iS^x ill/ in. (43 x 28.5 cm)

Signed and dated lower right: Ingres Delineavit /

rome 1816 [Ingres drew (this) / Rome 1816]

At lower left, the Musee du Louvre, Paris,

collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 114J

New York only

N192

When this portrait drawing of Madame

Destouches was first exhibited, in 1861, it

was immediately recognized as one of

Ingres's masterworks. It radiates an aura

of luxurious comfort, and one would never

suspect that its lovely subject, dressed in

the height of fashion, was the wife of an

ordinary student.

She was born Armande-Edmee Charton

in Sainte-Croix de la Charite, Nievre, in

1787. At that time her father was President

Tresorier au Bureau des Finances de Lyon;

thus she undoubtedly had considerable re-

sources of her own. She was first engaged

to Pierre-Charles Destouches de Migneux,

the son of a high financial official in Paris,

but the young man, an officer in Napoleon's

Grande Armee, was killed in Silesia in

18
1
3. In his will, Pierre-Charles requested

that she marry his younger brother instead.

Thus it was that she became the wife of the

more-than-willing Louis-Nicolas-Marie



Destouches, who was also well-to-do,

in 1815.

Her husband, a pupil of Laurent Vau-

doyer and Charles Percier, had won the

Prix de Rome in architecture the previous

year. The young couple arrived in Rome

in April 1816, and Ingres executed the por-

trait drawing of the young matron a short

time afterward. In December she wrote of

the work to her father-in-law:

I remember, dearest papa, that you were

kind enough to regret not having enough

portraits of me. When we see each other

again, you won't have [the] same regret,

for I now exist as a sculpture, a drawing,

a painting, and soon an engraving! The

sculpture is courtesy of a friend ofmy
husband's, who did both our portraits.

1

The portrait drawing was done by a famous

artist, M. Ingres, who, incidentally, was so

flattering in his rendering of me that he

made me almost a pretty woman. The por-

trait painted in oils is lifesize and extends

below the knees. This was also by a friend

of Delile,
2
who, wishing to paint a woman's

portrait from life before starting on a large

canvas, was nice enough to choose me. 3

The engraving will also be done by a

pensioner [at the Villa Medici], 4 who

must copy M. Ingres's drawing, which

we'll send you an example of as soon as

we have one. If I were better, people

could accuse me of being immodest, from

having reproduced my image so many

times. But I was only following Delile's

wishes, who, in the guise of having his

wife's portrait done, has acquired samples

by some good artists.
5

One gathers that Destouches had commis-

sioned the work. In doing so he had the

good taste—or the good fortune—to

engage the most important portraitist of

the epoch at the height of his powers.

Madame Destouches, who seems the pic-

ture of health in her portrait, would die an

early death in 1831, at only forty-four, be-

fore her husband had achieved any notable

success in his career. Destouches would be

named architect of the Pantheon in Paris

at the time of the July Monarchy, but it was

in his designs for private residences that he

best displayed his talents. He was inducted

into the Legion of Honor in 1841 and died

in 1850. The couple had two sons and a

daughter. The older son became an architect

like his father, the younger a civil servant

—

it was he who left his mother's portrait

to the Louvre. Their daughter, Nancy

Destouches, became the wife of Hector-

Martin Lefuel, the architect who realized

the centuries-old dream of connecting the

Louvre to the Tuileries.

Jean Coraboeuf engraved this drawing

in 1895.
6

h.n.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 78 (pp. 134-38).

1. The winners of the Prix de Rome in sculp-

ture between 1812 and 181 5 were Franfois

Rude, James Pradier, Louis Petitot, and

Etienne-Jules Ramey.

2. Madame Destouches's name for her husband.

3. Presumably the painter Leon Palliere.

4. Possibly the engraver Fran$ois Forster. The

engraving is unknown.

5. Madame Louis-Nicolas-Marie Destouches to

her father-in-law, December 11, 1816, quoted
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in Naef 1977-80, vol. 2 (1978), p. 136. The

letter was discovered among his family's

papers by Olivier Le Fuel, the great-great-

grandson of Madame Destouches, and he

kindly allowed the author to publish it.

6. Anon., April 1, 1968, ill. p. 296.

Provenance: Louis-N icolas-Marie

Destouches (1789—1850), Paris; Adrien-Aime

Destouches, his son, Neuilly; his bequest to the

Musee du Louvre, Paris, 1891

Exhibitions: Paris 1861 (1st ser.), no. 51;

Paris 1867, no. 554, Stockholm, Oslo 1928, no.

153 (Copenhagen), no. 142 (Stockholm); London

1932, no. 869; Paris 1934c, no. 92; Venice 1934,

no. 196; Paris 1935a, no. 85, ill.; Brussels 1936,

no. 6, ill.; Paris 1937, no. 669 [eb]; Brussels, Rot-

terdam, Paris 1949—50, no. 132; Washington,

Cleveland, Saint Louis, Cambridge (Mass.), New

York 1952-53, no. 1 12, pi. 33; Rome, Milan

1959-60, no. 120, pi. 59; Montauban 1967, no. 54,

fig. 8; Paris 1967-68, no. 94, ill.; Rome 1968, no.

59, ill.; Montauban 1980, no. 34, ill.; Mraz 1983,

p. 45, fig. 30; Tubingen, Brussels 1986, no. 10, ill.

References: Blanc 1861, p. 191; Delaborde

1861, p. 267; Galichon 1861a, p. 357; Blanc 1870,

pp. 43, 44, 236; Delaborde 1870, no. 285; Gatteaux

1873 (2nd ser.), no. 108, ill.; Both de Tauzia [888,

p. 141; Chennevieres 1903, p. 136, ill. p. 127; La-

pauze 1903, pp. 12, 29, 33, no. 15, ill.; Alexandre

1905, pi. 3; Mommeja 1905b, pp. 411—13, ill. opp.

p. 412 (detail of the engraving by Jean Cora-

boeuf); Dessins du Musee du Louvre n.d., pi. 294;

Masters in Art 1906, p. 25 (277), pi. IV; Boyer

d'Agen 1909, pi. 37 opp. p. 280; Guiffrey and

Marcel 1911, no. 5038, ill. p. 125; Lapauze 1911a,

pp. 184—85, ill. p. 159; Fontainas and Vauxcelles

1922, ill. p. 46; Frohlich-Bum 1924, pi. 27;

Lapauze 1924, vol. 2, p. 105, n. 4; Fischel and

Boehn 1925a, vol. 1, ill. p. 181; Dessins de Jean-

Dominique Ingres 1926, p. [7], pi. 21; Martine

1926, no. 15, ill.; Hourticq 1928, pi. 46; Alaux 1933,

ill. p. 165; French Art 1933, no. 863; Christoffel

1940, ill. p. 127 (detail); Alazard 1942, no. 4, ill.;

Gasser 1943, ill. p. 29; Malingue 1943, ill. p. 71;

Cassou 1947, pi. 35; Bertram 1949, pi. XIX;

Bouchot-Saupique 1949, p. 437; Jourdain 1949,

fig. 52; Roger-Marx 1949, pi. 23; Scheffler 1949,

pi. 23; Alazard 1950, p. 64, n. 19, p. 147; Labrouche

1950, pi. 9; Sainte-Beuve 1950, p. 1, ill.; Elgar 1951,

fig. 37, p. 8; Wildenstein 1954, ill. p. 27; Mathey

1955, no. 20, ill.; Novotny i960, pi. 11B; Boucher

1965, fig. 903, p. 353; Serullaz et al. 1966, no. 27,

ill.; Berezina 1967, fig. 37; Serullaz 1967, p. 211;

Waldemar George 1967, ill. p. 59; Courthion 1968,

ill. p. 12; Radius and Camesasca 1968, p. 123, ill.;

Encyclopaedia universalis 1970, ill. p. 1030; Ternois

and Camesasca 1971, p. 123, ill.; Delpierre 1975,

pp. 24-25; Naef 1977-80, vol. 4 (1977), pp. 356—

58, no. 192, ill.; Picon 1980, p. 39, ill.; Vigne

1995b, p. 96, fig. 66

73. Mademoiselle Henriette-Ursule Claire

(Thevenin?) and Her Dog Trim

1816

Graphite

12 x 8
3
^in. (30.4 x 22.1 cm)

Signed and dated lower right: Ingres Del. /

a Monsieur / Thevenin. a rome 1816 [Ingres

drew (this) / for Monsieur / Thevenin.

Rome 1816]

Gemeentemuseum, The Hague

New York and Washington only

N191

By 1816 Ingres's situation was desperate.

With the fall of the Empire, he had been

robbed of his patrons in the French admin-

istration in Rome, and to scrape by he was

reduced to producing pencil portrait draw-

ings, primarily of English visitors to Rome.

Compounding his worries in that year was

the prospect of a change at the Academie de

France. Although he had moved out of the

Villa Medici six years before, he remained

on the friendliest of terms with its director,

Guillaume Guillon Lethiere (see cat., no. 52),

and now Lethiere was due to be replaced by

an unknown. As it happened, the new direc-

tor, Charles Thevenin, proved to be the

soul of kindness and an ardent admirer of

the younger artist. In his efforts to secure for

Ingres the sorts of commissions he yearned

for, he even surpassed his predecessor.

Less than two months after his arrival, he

wrote an unsolicited letter to the minister

of the interior in Paris in which he highly

recommended his new acquaintance:

M. Ingres, a history painter and former

student at the Academie Royale de

France, where he acquitted himself with

distinction in his required assignments,

stayed on in Rome because of his liking

for the masters who revived and elevated

art to a summit that has not been sur-

passed since. He is endowed with a fine

and delicate sensibility; his manner is firm

and polished. So far he has not had the

chance to show just what he can do. It is

up to the Government to give him the

opportunity to develop his talent, which is

original and wholly out of the ordinary.

Lately, he has executed two small paint-

ings in a very refined style; he is contem-

plating something much larger, but this

would require the kind of time and tran-

quillity that his lack of resources makes

impossible. He needs to be supported and

encouraged, and he fully deserves the

Government's attention and benevolence.
1

In the following year, Thevenin urged

the new French ambassador to Rome to

entrust Ingres with one of the paintings he

planned to commission for the church of

Santissima Trinita dei Monti. The result-

ing composition, Christ Giving the Keys to

Saint Peter (fig. 106), was later acquired by

the Musee du Louvre, Paris, in 1842. On
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the strength of that work, Ingres was asked

to produce a painting for the cathedral in

his hometown of Montauban, The Vow of

Louis XIII (fig. 146), which would finally

bring him fame when exhibited at the Salon

in 1824. As long as he stayed in Rome,

Ingres was able to rely on Thevenin's

energetic support, and even after he had

risen far above him in stature, he retained

gratitude to and affection for the man.

Like Lethiere, Thevenin was a relatively

undistinguished artist who had attained

none of the usual honors before being

awarded the directorship in Rome. Born

in Paris in 1764, he had studied painting

under Francois-Andre Vincent. His best-

known composition is The French Army

Crossing the Saint Bernard Pass, painted

in 1806. At the completion of his unevent-

ful term at the Villa Medici he returned to

Paris, where he ended his career as curator

of the Cabinet des Estampes at the Biblio-

theque Nationale. There he is remembered

to this day for his habit of limiting his

appearances primarily to paydays. He

died in Paris in 1838.

Thevenin was rewarded for his exer-

tions on Ingres's behalf with two portrait

drawings that have done more to recom-

mend him to posterity than anything he

accomplished himself. The first of them

was executed the year he arrived in Rome,

and it is among the works that demon-

strate that Ingres was then at the height of

his powers as a portraitist (N 190; Musee

Bonnat, Bayonne). The second is dated

1817 (cat. no. 74). (A copy in the Cleve-

land Museum of Art since 1934 was erro-

neously attributed to Ingres until 1965.)
2

Its dedication, "to Jenni Delavalette,"

is only one of several indications that

Thevenin's domestic situation was, at

best, unusual. Nothing is known about the

lady beyond the fact that Ingres drew her

portrait the same year and dedicated it to

Thevenin (N 202; Museum of Western

Art, Tokyo). Her name appears nowhere

in the documents relating to the birth of

Thevenin's illegitimate son by a Roman

woman, possibly a model, in 18:9.
3 The

boy, fully recognized by his father, ulti-

mately became an engraver and worked

alternately in Italy and France until he

died, in Rome, in 1869.

More puzzling is Thevenin's "daughter,"

who was roughly twenty when Ingres

made this portrait drawing of her in 1816.

It appears that she was born Henriette-

Ursule, the daughter of a Francois Le

Claire (or Claire) in Andilly, near Mont-

morency,4 and must have chosen to be

called by her original surname. How she

came to be adopted by a bachelor

—

Thevenin's death certificate identifies him

as such 5—is unexplained.

Three years later, Ingres produced a

portrait of Mademoiselle Claire's fiance,

Andre-Benoit Taurel (cat. no. 84). A pupil

of Pierre-Narcisse Guerin, Taurel was

born in Paris in 1794 and had first attended

the Ecole des Beaux-Arts. Having won the

Prix de Rome for engraving in 1818, he had

arrived at the Villa Medici late that same

year and promptly fallen in love with the

director's daughter. According to Taurel

family tradition, Ingres drew the young

man's portrait in anticipation of his mar-

riage to Mademoiselle Claire, which took

place in Rome on June 26, i8i9.
s He is

posed in Ingres's drawing on the garden

terrace of the Villa Medici; behind him

on the left can be seen the cupola of

Sant'Agnese in Agone,7 and on the right

is the garden facade of the palace.

The Taurels returned to Paris in 1823,

in time to provide a place for Ingres to

live when he arrived with his painting for

Montauban the following year. In 1828

they moved to Amsterdam, where Taurel

had been invited to establish a school of

engraving at the art academy. They stayed

there the rest of their lives. Hers would

be brief, for she died in 1836, leaving her

husband with four young sons. After ten

years as a widower Taurel remarried and

had four more children; he died in 1859. In

his later years he regaled his son Charles-

Edouard with reminiscences of Rome, and

the latter faithfully recorded them in a

book published in Holland in 1885, which

he illustrated with his own engravings after

Ingres's portraits of his mother and father.

He also described the relationship between

his parents and their illustrious portraitist:

Fortunately, Mme. Ingres adored her hus-

band and the peculiarities of his character;

his minor jealousies and moments of artis-

tic oversensitivity seemed only natural to

her. For her, nothing in the world was as

important as her husband's talent and

glory, and no sacrifice seemed too great.

They lived more than modestly and saw

few people, but they had close ties with

the director of the Academie and his

daughter. Charles Thevenin was a true

friend to Ingres, helping him with advice

and performing a number of small favors

for him, and when Mile. Claire became

Mme. Taurel, their friendly encounters

became more and more frequent and the

two households soon merged into a single

family. Thevenin and his son-in-law

showed Ingres all the signs of considera-

tion with which one likes to surround

unrecognized talent and genius, and per-

haps, without realizing it themselves, they

greatly contributed toward maintaining in

his mind the fixed idea of future success

and fame. The idea might be vain for

many others, but it is the only thing capa-

ble of sustaining an artist's courage

through difficult periods.
8

The Taurels's first child, Charlotte-

Madeleine, was born at the Villa Medici

in October 1820, and Ingres drew her

when she was about five, to judge from

the portrait (cat. no. 102). In the form of

an engraving titled Child with a Kid, made

in 1861 by Claude-Marie-Francois Dien,

the composition became extremely popu-

lar in the second half of the nineteenth

century. The work seems charming at

first, but over time its sentimentality

cloys—something that can be said of vir-

tually no other drawing in Ingres's portrait

oeuvre. It appears that the girl died young,

for she is not included in the list of grand-

children in Thevenin's will. H.N.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 88 (pp. 206-22).

1. Charles Thevenin to M. Laine, July 15,

1816, quoted in Lapauze 1911a, pp. 192—94;

reprinted in Naef 1977—80, vol. 2 (1978),

p. 209.

2. The literature and exhibition history for this

copy includes: Cleveland 1927; International

Studio 1928, ill. p. 81; New York 1928, no. 1;

Cleveland 1929, p. 159; Zabel 1930, p. 382,

ill. p. 372; Francis 1932, p. 168; Cleveland

1932-33; Anon., August 1934, p. 6, ill.;

Mongan 1947, no. 15, ill.; San Francisco 1947,

no. 3; Francis 1948, p. 36, ill. p. 34; Alazard

1950, p. 62, pi. XXXIX; Detroit 1950b,

no. 26; Oberlin 1967, p. 156, no. 7, fig. 7.
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3. Parish register, San Martino ai Monti, Rome,

fol. 43r, entry for May 22, 1819, Archivio del

Vicariato, Rome.

4. Marriage register, San Lorenzo in Lucina,

Rome, fol. 75V, Archivio del Vicariato,

Rome.

5. Archives de Paris.

6. Taurel 1885, pp. 14-15.

7. In the Musee Ingres, Montauban, there is a

pencil sketch for the background view on the

left. See Naef i960 (Rome), p. 27, n. 52, fig. 7.

8. Taurel 1885, pp. 16-17; quoted in Naef

1977-80, vol. 2 (1978), p. 218.

Provenance: Charles Thevenin (1764—

1838), Paris; his gift to his adopted daughter,

Henriette-Ursule Claire (ca. 1794—1836), and

Andre-Benoit Barreau Taurel (1794—1859) in

Rome in 1 8
1 9, on the occasion of their marriage;

Andre-Benoit Barreau Taurel, Amsterdam, from

1836 to 1859; his heirs; in 1885, at the latest, given

or sold by one of the subject's sons to Jozef

Israels, The Hague, until 191 1; Isaac Israels, his

son, The Hague, until 1934; his sister Frau Cohen

Tervaert-Israels, until about 1945; her gift to

H. E. van Gelder; his heirs; their gift to the

Gemeentemuseum, The Hague, 1946

Exhibitions: Paris, Amsterdam 1 964, no. 142,

pi. 115; Rome 1968, no. 60, ill.; Tubingen, Brussels

1986, no. 11

References: Taurel 1885, pp. 2, 15, ill. opp.

p. 13 (the engraving by Charles-Edouard

Taurel); Lapauze 1911a, ill. p. 163 (the engrav-

ing); H. E. van Gelder 1950, pp. 2—10, fig. 1;

Wijsenbeek 1956, pp. 32-35, ill.; Naef 1965

("Thevenin und Taurel"), pp. 119—57, no. 3,

fig. 3; Naef 1977-80, vol. 4 (i?77)> PP- 354-55,

no. 191, ill.
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74- Charles Thevenin

i8iy

Graphite with white highlights on twojoined

sheets ofyellowishpaper*

n^x 9 r
/^in. (29.3 x 24 cm)

Signed and dated lower left over an erased

signature and date, including the still-legible

"rome i8ij": Ingres et / Sa grosse a /

raadame— / Jenni Delavalette / rome 1817.

[Ingres and / his old lady for / Madame— /

Jenni Delavalette / Rome 1817.]

Andre Bromberg

N 201

This drawing is discussed under cat. no. 73.

Provenance: Mme Jenny Delavalette;

Charles Thevenin (1764—1838), Paris; Jean-

Charles Thevenin, his illegitimate son, Rome,

until 1869; his sale, Hotel des Commissaires-

Priseurs, Paris, October 30, 1869, no. 8, with-

drawn; his sale, Hotel des Commissaires-

Priseurs, Paris, November 26, 1869, no. 15, sold

for 630 francs to Georges Danyau, Paris, until

1894; Mme Perrier, nee Danyau, his daughter,

until 1963; her daughter Mme Herve du Couedic

de Kererant, nee Laurence Perrier; sale, Hotel

Drouot, Paris, March 22, 1983, no. 10; acquired

at that sale by the present owner

Exhibitions: Paris 1867, no. 577; Paris

1949b, no. 76 (not in catalogue)

References: Blanc 1870, p. 239; Delaborde

1870, no. 419; Naef 1965 ("Thevenin und

Taurel"), pp. 119-57, no. 2, fig. 2; Naef 1977—80,

vol. 4 (1977), pp. 374—75, no. 201, ill.

*The sheets are joined vertically, roughly half an

inch from the right edge.



75- Charles Robert Cockerell

iSiy

Graphite

J
5^x 53^in. (19.4 x 14.6cm)

Signed and dated upper left: Ingres a Messieurs

/ Lynk et Stackelberg. / rome 1 817. [Ingres

for Messrs. / Lyn(c)k(h) and Stackelberg. /

Rome 1817.]

The Visitors ofthe Ashmolean Museum, Oxford.

Purchased with the assistance ofHa^litt, Gooden

and Fox in memory ofHugh Macandrew (193 1—

1993) with the support ofthe Heritage Lottery Fund,

the National Art Collections Fund, the MGC/
V&A Purchase Grant Fund, and the Friends of

the Ashmolean Museum 1998. IJ9

London only

N 212

Although Ingres is known to have pro-

duced roughly thirty portrait drawings of

English sitters during the lean years be-

tween 1815 and 1817, only two bear dedi-

cations. Both ofthem are likenesses of the

architect and archaeologist Charles Robert

Cockerell, clearly a close acquaintance.

One of them (N 195) is dedicated to

Cockerell's mother, to whom Cockerell

wrote on February 12, 1817, that it was

"just finished."
1

In an earlier letter to his

father, apparently written in 1816, the

Englishman explained that he had "be-

friended a French painter of great talent

named Ingres" and that the two of them

met frequently to discuss matters of

painting and of art in general.
2

In 1810, at the age of twenty-two,

Cockerell had set out for Greece, eager to

study its antiquities. He spent the winter of

that year in Athens, where he frequently

saw several distinguished fellow country-

men, including Lord Byron, and became

acquainted with a group of like-minded

young men from northern Europe. Among

these were the artists Jakob Linckh, from

Wurttemberg, and Baron Otto Magnus

von Stackelberg, from Estonia. In the

spring of 181
1,
accompanied by several of

these new friends, he discovered the

remains of the temple of Aphaia on the

island ofAegina, and in the following year

he uncovered the frieze sculptures at the

temple of Apollo at Bassae, in Arcadia.

After further travels in Turkey and Sicily,

Cockerell arrived in Rome in 1814,

where he stayed on and off for the next

two years. 5
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This second Ingres drawing of Cockerell

is also dated 1817. It is dedicated to Linckh

and Stackelberg. The two young men were

also in Rome at the time and would stay

on after Cockerell returned to England.

The work was clearly a companion piece

to the portrait of Stackelberg and a friend

(possibly Linckh) that Ingres produced

as a farewell memento for Cockerell

(cat. no. 76).

Ingres remained on friendly terms with

Cockerell long after their meeting in Rome.

A copy of Luigi Calamatta's 1839 engrav-

ing of Ingres' s 1835 self-portrait that was

passed down in the architect's family bears

the artist's handwritten dedication "Ingres

for his great friend, Monsieur Coquerel." 4

Cockerell's grandson assures us that the

two occasionally corresponded through

the years. Although Ingres never went to

London, Cockerell from time to time vis-

ited Paris, where he was a member of the

Academie des Beaux-Arts. Over the course

of his long career, the architect left his

stamp on any number of important build-

ings, including the University Library

and the Ashmolean Museum in Oxford

and the Bank ofEngland on Threadneedle

Street, London. He also designed several

country mansions. His work reflects his

profound knowledge of historical styles,

a subject to which he devoted many of his

lectures as professor at the Royal Acad-

emy, London, from 1840 to 1857. He died

in 1863 and was buried in Saint Paul's

Cathedral next to his father-in-law, John

Rennie, engineer of Waterloo Bridge, and

near Sir Christopher Wren, architect of

the cathedral. h . n .

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 80 (pp. 147-53)-

1. This information was communicated to the

author in a letter of March 13, 1958, by

Eugene Merrick Dodd. The drawing is

illustrated in Naef 1977—80, vol. 2 (1978),

p. 147,% I-

2. This information was communicated to

the author in a letter of August 15, 1958,

by Eugene Merrick Dodd, who said that

Cockerell's 1816 letter to his father had been

given to him by a descendant of Cockerell.

3. Biographical details are taken from the arti-

cle on the architect in the Dictionary ofNa-

tional Biography, vol. 11 (1887), pp. 195—98.

4. Henriot 1926-28, vol. 3, p. 269.

Provenance: Jakob Linckh and Otto Magnus

von Stackelberg, until the latter's death, in 1837;

Jacob Linckh, Stuttgart, until 1841; his widow,

nee Friederike Bilfinger, Germany, until 1876;

her great-grandsons the barons von Pappus, until

1930 at the latest; Graphisches Kabinett Guenther

Franke, Munich, by 1930; purchased from Franke

by the book dealer Erhard Weyhe, New York

City, 1930; Arthur Weyhe, his son, by 1966;

Sotheby's, New York, May 7, 1998, lot no. 14;

purchased at that sale by Hazlitt, Gooden and

Fox on behalf of the Ashmolean Museum,

Oxford

Exhibitions: Springfield, New York 1939-

40, no. 55 (New York only [eb]), as Jacob Linckh;

Cincinnati 1940, asJacob Linckh; Rochester 1940,

as Portrait ofJacob Linckh; San Francisco 1947,

no. 9, asJacob Linckh

References: Art News, April 1930, ill. in

advertising section, as Portrait ofthe Archaeologist

Jacob Linckh, "Graphisches Kabinett Munich,

G. Franke, Briennerstrasse 10, New York: J. B.

Neumann, 9 East 57th Street"; Art News, May

1930, ill. p. 14, as Portrait ofthe Archaeologist

Jacob Linckh, "Courtesy of the Graphisches

Kabinett, Munich"; Goessler 1930, p. 67, as

Bleistiftportrdt Linckhs, "half of a double portrait,

the lost half showing Otto Magnus von Stackel-

berg"; Rodenwaldt 1930, col. 257, n. 2; Goya bis

Beckmann n.d., p. [4], ill. p. [5], as HofratJacob

Linckh; Naef 1970 ("Griechenlandfahrer"),

pp. 428-33, 438-39, fig. 2, p. 431 (sitter identi-

fied); Naef 1977-80, vol. 4 (1977), pp. 394-95,

no. 212, ill.

76. Otto Magnus von Stackelberg and,

possibly, Jakob Linckh

i8ij

Graphite

y
3^x 55^ in. (19.6 x 14.4 cm), framed

Signed and dated lower left: Ingres Del. / rome

1817 / a Coquerel [Ingres drew (this) / Rome

1817/ for Co(ckerell)]

MuseeJenisch, Vevey, Switzerland

Drawings Department A 437

N 213

The "Coquerel" to whom Ingres dedi-

cated this double portrait of two male

friends, one with his hand resting on the

other's shoulder, was the English architect

and archaeologist Charles Robert Cocker-

ell, who left Rome in 1817, the year in

which the drawing was executed.
1

Ingres

knew him as the celebrated discoverer of

the pediment sculptures at the temple of

Aphaia on the island of Aegina and of the

frieze sculptures at the shrine to Apollo at

Bassae, near Phigalia (now in the Staat-

liche Antikensammlungen, Munich, and

the British Museum, London, respectively).

The French artist was also well acquainted

with Cockerell's closest friends in Rome,

Otto Magnus von Stackelberg and Jakob

Linckh, with whom the Englishman had

shared many of his experiences in Greece

between 1810 and 1814. It would be rea-

sonable to suppose that Ingres's double

portrait was produced as a memento for

Cockerell to take back with him to England,

a counterpart to Ingres's portrait drawing

of Cockerell from that same year dedi-

cated "a Messieurs Lynk et Stackelberg"

(cat. no. 75).

Unfortunately, the situation appears to

be more complex, for though other por-

traits of Stackelberg
2
show that he is defi-

nitely the man on the right in the double

portrait, the only known likeness of

Linckh3 indicates that he looked not at

all like the man on the left. None of the

other participants in the Grecian adventure

were in Rome in 1817, and one wonders
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-which of Stackelberg's other close friends in

the city might have been so well acquainted

with Cockerell as to be deserving of a

commemorative portrait. Stackelberg's

diaries would doubtless resolve the matter,

but they have been missing since World

War II.
4

Linckh, a German landscape painter, was

the least important of the comrades who

explored Greece together. Otto Magnus

von Stackelberg, by contrast, was perhaps

the most gifted of the group, a dilettante

in the best sense: man of the world, art

lover, painter, poet, musician, and scholar.

Born in 1786 in the city in Estonia now

called Talinn, he was the sixteenth child of

a wealthy baron. Although his father died

when he was five, the family fortunes were

such that his education and a life devoted

to art and travel were assured.

Stackelberg first arrived in Rome in

1808, and it was there that he was invited

to join a quartet of Danish and German

artists and archaeologists, including the

somewhat older architect Baron Haller

von Hallerstein, from Nuremberg, on a

tour of Greece. The group arrived in

Athens in the fall of 1810. When they dis-

embarked in Piraeus, they were able to see

some of the Elgin Marbles awaiting ship-

ment to England. In Athens they became

acquainted with Lord Byron and the pas-

sionate philhellene Frederick North, whose

portrait Ingres also drew, in 181 5 (N 150;

Art Gallery ofNew South Wales, Syd-

ney). They also met the English architects

Cockerell and John Foster, and decided to

join forces with them. The discoveries for

which Cockerell would receive most of the

credit were both made in 1811. Stackelberg

spent that year and the two following ones

wandering through central Greece, the

Troad, and the Peloponnese, executing

countless landscape drawings as well as

paintings. In 1813 he had a close brush

with death when he was captured and held

by Albanian pirates until he could be ran-

somed by Haller von Hallerstein. By 1814

he was back in his northern homeland,

where he spent two years on the family

estates and in Saint Petersburg. Then

followed twelve years in Rome, during

which time he oversaw the engraving and

printing of many of his Greek landscapes.

76

Most of the rest of his life, in fact—he died

in 1837—was devoted to publishing his

impressions of Greece. On the strength of

those impressions, one biographer goes so

far as to credit him with the actual "discov-

ery" of the Greek landscape. 5 h . n .

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 81 (pp. 154—63).

1. Inscribed on the back of the old mount: "Herr

Linckh (in front) and Baron Stackelberg

—

traveller companions of R. C. C[ockerell]

and codiscoverers of the Aeginetan and Phi-

galian Marbles." Also on the back of the

mount there is a label with the following

inscription: "Royal Academy of Arts, Exhi-

bition of French Art, 1932, The two Brothers

Coquerel. Miss Sargent, 10 Carlyle Mansions,

Cheyre [sic, for Cheyne] Walk, SW 3."

2. Geller 1952, nos. 1348—59, figs. 524, 525, 527.

3. Ibid., no. 780, fig. 264; Naef 1977-80, vol. 2

(1978), p. 149, fig. 3.

4. See Rodenwaldt 1957, p. 42, n. 18.

5. Ibid.

Provenance: Charles Robert Cockerell

(1788-1863), London; his widow, nee Anna Maria

Rennie, until 1873; Frederick Pepys Cockerell,

their son, Paris, until 1878; his widow, nee Mary

Homan-Mulock, until 1918 at the latest; their son

Frederick William Pepys Cockerell; presumably

between 1918 and 1921, Sir Philip Sassoon, Lon-

don; the Edouard Jonas gallery, Paris, by 1921

at the latest; anonymous auction, Christie's,

London, July 27, 1923, no. 55, as Linckh and

Stackelberg; purchased at that sale for 189 pounds

sterling by Thos. Agnew & Sons, London; John

Singer Sargent (1856— 1925), London, until 1925;

Miss Emily Sargent, his sister, London, until
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1936; Mrs. Francis Ormond, nee Violet Sargent,

their sister, until 1955; her son Jean-Louis

Ormond, Corseaux-sur-Vevey; his gift to the

Musee Jenisch, Vevey, 1984

Exhibitions: London 1917, no. 76; Paris

1921, no. 80, ill. p. 14, as M. Linck et le baron de

Stackeiberg; London 1932, no. 883, as HerrLinckh

and Baron Stockelberg; Zurich 1958a, no. B5

(Stackeiberg identified and Linckh's identity

questioned); Paris 1967—68, no. 97, ill.; Bern,

Hamburg 1996, no. 3, ill; Vevey 1997-98, no. 84,

ill., as Otto Magnus von Stackeiberg andJacob Linckh

References: Anon., August 1918, pp. 72-74,

ill. p. 72, as Linckh and Stackeiberg; Reinach 1918,

pp. 214-15, "von Linckh from Wurttemberg and

the Estonian von Stackeiberg"; Lapauze 1919,

p. 10, n. 3, "Linck of Wurtemberg and the baron

Stackeiberg"; La Renaissance de Vartfrangais 1921,

ill. p. 230, as M. Linck et le baron Stackeiberg;

Rodemvaldt 1930, col. 257, n. 2; French Art 1933,

no. 864, as Herr Linckh and Baron Stackeiberg;

Naef 1970 ("Griechenlandfahrer"), pp. 433-40,

fig. 3, as Otto Magnus von Stackeiberg und ein

Unbekannter; Naef 1977-80, vol. 4 (1977),

pp. 396-97, no. 213, ill.; Ternois 1980, pp. 80—81

1818

Graphite

n 7/
s
x 8 3

^in. (30.1 x 22.2 cm)

Signed lower left: Ingres del. [Ingres drew (this)]

Dated lower right: rome 1818.

At lower left, a note for theframer: Partie dans le

cadre. [This section under the frame.]

At lower right, the Anton Schmid collection stamp

(Lugt 2330b)

The Metropolitan Museum ofArt, New York

Gift ofMrs. Charles Wrightsman, in honor of

Philippe de Montebello, 1398 1998.21

New York only

N224

77. The Kaunitz Sisters

In this drawing, one of Ingres's rare group

portraits, three charming young women

are grouped in front of a piano and gaze

out at the viewer. An inscription on the

back, which dates after i860, clearly iden-

tifies them as the daughters of the Austrian

ambassador in Rome, Wenzel, Fiirst

(Prince) von Kaunitz-Rietberg, and his

wife, Franziska, Grafin (Countess) Ungnad

von Weissenwolf.
1

The sisters, Caroline, Leopoldine, and

Ferdinandine, were born in 1801, 1803,

and 1805, respectively, and at the time

Ingres drew them they ranged in age from

thirteen to seventeen. Without the inscrip-

tion it would be difficult to distinguish

which of the older girls is which, but the

youngest of the three is certainly the one

standing closest to the piano on the right.

Ingres's decision to pose them next to

a piano cannot have been arbitrary. The

painter was as yet little known in 1818, and

it is likely that his passion for music and

his considerable skills as a violinist were

the qualities that procured him his first

invitation to the home of the Austrian

ambassador. When the violinist Niccolo

Paganini first visited Rome in 1818, he

would not have been able to perform in

public if the Austrian diplomatic families

had not opened doors for him, for the for-

eigners were far more appreciative of seri-

ous music than were the pillars ofRoman

society. Paganini gave a private recital at

the Kaunitzes' in 1819,
2
and he drafted

Ingres to play second violin in private

performances of Beethoven quartets he

organized in Rome. 3
It seems perfectly

plausible, then, that the famous musician

—

ofwhom Ingres later produced a portrait

(cat. no. 82)—first encountered the musi-

cal painter at the Kaunitzes'.

Prince Wenzel was the grandson of

Maria Theresa's famous chancellor, Wenzel

Anton von Kaunitz, and publicly he tried

to present himself as a credit to his lineage.

In fact, however, the father of the three

sheltered young women in Ingres's draw-

ing was a psychopathic lecher. Early in

1819, Prince Metternich, who was related

to him by marriage,4 explained in a letter

to the comtesse de Lieven that since the

age of eighteen Kaunitz had been unable

to get through a day without having "three,

four, five, even six women." 5 Kaunitz

was forced to appear before the judicial

authorities in Vienna in 1822, and was

ultimately exiled. He died in Paris in 1848.

This must have cast a shadow on the

lives of his daughters. Thanks to their

princely name, however, and possibly also

to the determination of their sorely tried

mother,
6
they all found titled husbands. In

1831, Caroline married the widowed Graf

(Count) Anton Gundakar von Starhem-

berg, a much decorated soldier a genera-

tion older than she and already retired. He

died childless in 1841. Twenty years later,

she married Pierre d'Alcantara, due d'Aren-

berg, another widower. She died in 1875.

Leopoldine, to judge from the Ingres

drawing the loveliest of the three, became

the wife ofGraf—later Fiirst—Anton Karl

Palffy in 1820. The couple spent the years

1821-28 in Dresden, where he served as

ambassador to the court of Saxony. She was

appointed lady-in-waiting to the empress

of Austria and died, also childless, in 1888.

The youngest ofthe sisters, Ferdinandine,

married GrafLadislaus Karoly at seventeen.

Like Leopoldine, she became a lady-in-

waiting to the empress. Her husband had

studied law and worked to improve the

lives of the people living on his estates.
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Their marriage, which produced two sons,

was dissolved in 1846. Ferdinandine died

in Vienna in 1862.

The drawing is particularly interesting

because ofwhat it reveals about Ingres's

choice of materials. The edges of the

drawing paper, a little more than an inch

wide, are wrapped around a wood panel

and glued to the back. The unattached

paper on the front, stretched tight as a

drum, made an ideal drawing surface.

Ingres used such elaborately mounted

papers only when creating finished works,

not when making studies. The Kaunitz

drawing shows that the mounting was

done before the artist began to draw, for

in this case the composition did not fill

the paper, and with a horizontal pencil

line and hatching Ingres marked off as

superfluous the empty strip at the bottom.

In the hatched area he then indicated in a

note to the framemaker that this section

was to be covered up. If the paper had

been stretched over the wood backing

after the drawing was completed, he could

simply have cut off the bottom strip.

A second horizontal line appears just

above the first, marking off the drawing

at the bottom. The empty band between

them was doubtless meant to contain the

sisters' names or some kind of motto. As

this involved calligraphy, it too was left as

a job for the framer.

Ingres is thought to have purchased his

drawing paper in Rome from his friend

Charles Hayard, who ran a well-stocked

art-supply store on the Piazza di Spagna

(see cat. no. 47), but on the wood backing

of the Kaunitz drawing there is an adver-

tising label printed with the name of the

Paris shop ofAlphonse Giroux, a painter

and dealer and a former pupil of David. 7

It is conceivable that Hayard did not know

how to fabricate the kind ofmountings pro-

duced by Giroux and therefore imported

them from him. H.N.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 99 (pp. 300-306).

1. Translated from German, it reads: "From

left to right: (1) Leopoldine Grafin Kaunitz-

Rietberg (Fiirstin Anton Palffy); (2) Caroline

Grafin Kaunitz-Rietberg (Grafin Stahrem-

berg, later Fiirstin Peter Aremberg); (3) Nan-

dine Grafin Kaunitz-Rietberg (Grafin Louis

Karolii)." Quoted in Naef 1977—80, vol. 2

(1978), p. 300. Although several of the

names in the inscription are misspelled, there

is no reason to doubt the identification of

Ingres's subjects.

2. Courcy 1957, vol. 1, pp. 192, 193-94.

3. Amaury-Duval 1878, p. 234.

4. Metternich had married Eleonore von

Kaunitz-Rietberg, a cousin of the ambas-

sador, in 1795.

5. Metternich 1909, pp. 215-16.

6. Fiirstin (Princess) von Kaunitz-Rietberg

died in 1859.

7. Thieme and Becker 1907—50, vol. 14 (1921),

p. 192.

Provenance: Presumably, Fiirst and Fiirstin

von Kaunitz-Rietberg; Fiirstin von Kaunitz-

Rietberg until 1859; by descent, their daughters,

ultimately Fiirstin Anton Karl Palffy, until 1888;

Nicolaus Palffy, Schloss Marchegg, Austria, by

193 1; his heirs; purchased from them by the Vien-

nese collector Anton Schmid shortly after World

War II; purchased from him by the H. M. Cal-

mann gallery, London, between 1961 and 1966;

sold by them to Alfred StrSlin, Paris, 1966; Alfred

Strolin until 1974; Mrs. Charles Wrightsman;

her gift to The Metropolitan Museum of Art,

New York, in honor of the Museum's Director,

Philippe de Montebello, 1998

Exhibition: Tubingen, Brussels 1986, no. 22

References: Steiner 193 1, pp. 4—5, pi. 6;

Ford 1939, p. 7; Paris 1967—68, under no. 112;

Naef 1977-80, vol. 4 (1977), pp. 420-21,

no. 224, ill.

j8. Comte Lancelot- Theodore Turpin de Cruse

Probably 1818

Graphite

toi^x 8 in. (2J.1 x 20.2 cm), framed

Signed lower left: Ingres

The Metropolitan Museum ofArt, New York

Bequest ofWalter C. Baker, igyi 19j2.118.21g

New York only

N22J

y<). Comtesse Lancelot- Theodore Turpin de

Crisse, nee Adele de Lesparda

Probably 1818

Graphite

io
3^x8in. (zj.3 x 20.4 cm), framed

Signed lower left: Ingres

The Metropolitan Museum ofArt, New York

Bequest of Walter C. Baker, ie>ji igj2. 118.221

New York only

N228

78. Comte Lancelot-Theodore Turpin de Crisse

79. Comtesse Lancelot-Theodore Turpin de

Crisse, nee Adele de Lesparda

Ingres's splendid drawing of Lancelot-

Theodore Turpin de Crisse captures the

kindness and modesty that are said to

have been among the most striking aspects

of this aristocratic painter's character.

Other appealing qualities were his devo-

tion to his mother and wife and a profound

commitment to his art.

Turpin's career was anything but pre-

dictable. Born in 1782, he was only a child

when the Revolution drove his father into

exile and to an early death and robbed the

family of their property.
1

The boy, his

mother, and his sister were left with noth-

ing but were kindly taken in by a titled

relative and spent several years at her

chateau in Anjou. On their return to Paris,

they found new protectors in Napoleon's

wife, Josephine de Beauharnais, and the

former French ambassador to Constanti-

nople, Comte Marie-Gabriel de Choiseul-

Gouffier. The latter was a passionate art

lover and, recognizing the young Turpin's

talent, took him in 1801 or 1802 on a tour

of Switzerland, where Turpin produced

his first landscape studies. The count also

financed a two-year tour of Italy for the

young artist beginning in 1807.

Back in Paris, Turpin managed to sell

a number of the paintings he had done in

Italy, but to ensure a living for himself

and his mother he applied to Empress

Josephine for a position in her household.

She promptly appointed him her chamber-

lain, a post that he held for nearly five

years. His new financial security allowed
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him to marry Adele de Lesparda, a cousin

seven years younger than he, in 1813.

Josephine's death the following year and

the return of the monarchy left him un-

employed again and penniless. At just

that moment he had the good fortune to

inherit a portion of the estate of a cousin,

the marquis de Lusignan, and was able to

take up painting again. In short succession

he was named an honorary member of the

Academie des Beaux-Arts, member of the

Commission des Beaux-Arts for the Seine

prefecture, and a member of the Conseil

des Musees. In 1 816 he returned to Switzer-

land with his wife and in 1818 traveled

with her in Italy, where he again devoted

himself to studying the country's art and

antiquities and executed a number of draw-

ings that are now in the Musee du Louvre.

It was apparently during this sojourn that

Ingres's undated pendant portrait drawings

of the couple were commissioned.

Turpin had occasion to be reminded of

his portraitist shortly after his return to

France. In 1819, desperate for money,

Ingres sold for 500 francs the loveliest of

his paintings based on Dante's story of

Francesca da Rimini to the Societe des

Amis des Arts, a group in Paris that regu-

larly purchased works of art for auction

among its members. Although it now

seems difficult to understand, the majority

of the society's supervisory committee,

ofwhich Turpin was a member, found

Paolo and Francesca (W 121) unacceptable,

whereupon the count volunteered to

exchange it for one of his own. Perfectly

aware of Ingres's genius, Turpin treasured

the work, which he ultimately left to the

museum in Angers (now the Musee des

Beaux-Arts).

In 1825 Turpin was appointed inspector

general for fine arts to the royal household,

in which capacity he supervised the

court porcelain and tapestry works, the-

aters, and mints, and dispensed royal com-

missions to sculptors and painters. His

fortunes changed once again when the

Revolution of 1830 robbed him of his posi-

tion and cast him into obscurity. He spent

the rest of his days traveling, finishing

paintings begun long before, and publish-

ing collections of lithographs after his own

works. Both while he was in power and

afterward, he championed Ingres's work,

steering commissions his way and recom-

mending him to others. He died in Paris

in 1859. His beloved wife died two years

later. They were buried together in Pere

Lachaise cemetery in Paris.

H.N.

For the author's complete text, see Naef

1977—80, vol. 2 (1978), chap. 97 (pp. 286—95).

1. This brief biography is based on the count's

own autobiographical sketch (Turpin de

Crisse 1834, pp. 210-13), and the reminis-

cences (dated June 2, 1859) °f his friend

Charles Lenormant (i 861, vol. i,pp. 416—30).

Cat. no. 78. Comte Lancelot-Theodore Turpin

de Crisse

Provenance: Lancelot-Theodore Turpin

de Crisse (1782— 1859), Paris; his widow, nee
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Adele de Lesparda, Paris, until 1861; her sister

Louise de Lesparda, Paris, until 1875; Auguste

de Lesparda, her brother; Baroness Auguste de

Lesparda, nee Louise-Pauline de Magallon, his

widow, until 1903; their son Paul de Lesparda,

until 1929; anonymous auction, Hotel Drouot,

Paris, room 6, November 20, 1929, no. 8, sold

for 32,000 francs; Jacques Mathey, Paris, by

1934; Gilbert Levy gallery, Paris, by 1936;

Matthiesen gallery, London, by 1939; offered

in 1939 by the Galerie Cailleux, Paris, to

Dr. Oskar Reinhart, Winterthur, Switzerland;

Cesar de Hauke & Co., Paris and New York;

purchased from them by Walter C. Baker,

New York; his bequest to The Metropolitan

Museum of Art, New York, 1971, his widow

retaining life interest

Exhibitions: Paris 1934a, under no. 530;

Paris 1934c, no. 12; Brussels 1936, no. 29; Lon-

don 1938a, no. 90; Cambridge (Mass.) 1948-49,

no. 55; Philadelphia 1950-51, no. 83, ill.; New

York 1960b, p. 14; Poughkeepsie, New York

1961, no. 82, ill.; Cambridge (Mass.) 1967, no. 45,

ill.; Paris 1967-68, no. 104, ill.; New York 1981;

New York 1984—85; Tubingen, Brussels 1986,

no. 19, ill.; New York 1988-89

References: Anon., January 1930, p. 37, ill.

p. 38; Senior 1938, p. 308, ill. p. 306; Huyghe

and Jaccottet 1948, p. 173, ill. p. 12; Mongan

1949, p. 134, ill. p. 135; Virch i960, p. 316, fig. 6,

p. 314; Virch 1962, p. 7, no. 91, ill; Mongan 1969,

p. 146; Naef 1977-80, vol. 4 (1977), pp. 426-27,

no. 227, ill.

Cat. no. 79. Comtesse Lancelot-Theodore Turpin

de Crisse, nee Adele de Lesparda

Provenance: The same as for cat. no. 78.

Exhibitions: Paris 1934a, under no. 530;

Paris 1934c, no. 13; Brussels 1936, no. 28; London

1938a, no. 91; Cambridge (Mass.) 1948—49,

no. 56; New York 1960b, p. 14; Poughkeepsie,

New York 1961, no. 81, ill; Cambridge (Mass.)

1967, no. 44, ill; Paris 1967-68, no. 105, ill.;

New York 1981; New York 1984-85; Tubingen,

Brussels 1986, no. 18, ill.; New York 1988-89

References: Anon., January 1930, p. 37, ill.

p. 38; Mongan 1949, p. 136, ill. p. 137; Virch i960,

p. 316; Virch 1962, p. 7, no. 92; Mongan 1969,

p. 146; Naef 1977-80, vol. 4 (1977), pp. 428-29,

no. 228, ill.

1818

Graphite

8%x 6% in. (20.8 x 16.1 cm)

Signed and dated lower right: Ingres /

a Cortot. / 1818/ rome. [Ingres / for

Cortot. / 1818 / Rome]

Memorial Art Gallery, University ofRochester,

Rochester, New York

Gift ofDr. andMrs. James H. Lockhart, Jr.

83.118

Washington only

N230

80. Jean-Pierre Cortot

Jean-Pierre Cortot was born in Paris in

1787. His parents were poor and could do

little to cultivate the boy's artistic gifts,

which were evident at an early age. Fortu-

nately, Cortot was endowed with a degree

of perseverance equal to his talent. He

managed to apprentice himself at thirteen

to the sculptors Charles and Pierre Bridan

and went on to study at the Ecole des

Beaux-Arts in Paris. He was only twenty-

two when he won the Prix de Rome for

sculpture in 1809. His first impressions of

Rome are preserved in letters written to his

close friend Michel-Martin Drolling back

in Paris (Drolling would join him at the

Villa Medici the following year as winner

of the Rome prize in painting). Cortot's

letters reveal a remarkable lack of sophisti-

cation, not only in their impossible syntax

and spelling but also in their observations.

It is a naivete that cannot be attributed

to his humble background alone; artist

through and through, he appears to have

developed only those skills required in the

practice of his craft. His original four-year

scholarship was extended by another five

years, giving him ample time in which to

study every piece of sculpture in Rome

and to create an astonishing amount of

work of his own.

Cortot's output continued to be prodi-

gious after he returned to Paris.
1

It is said

that he curtailed his own expenses in his

early years so as to be able to support his

beloved parents, but his tastes were simple

in any case. He remained a bachelor, and

his sole attachments in addition to his par-

ents were a sister and her daughter. He

worked with equal ease in stone, marble,

and bronze, in bas-relief and sculpture in

the round. He produced all kinds of sculp-

ture in great numbers—classical statues,

religious images, portraits of historical fig-

ures. Among his more notable works (all

in Paris) are Ecce Homo (Saint-Gervais),

Pietd (Notre-Dame de Lorette), and Reli-

gion Consoling Marie Antoinette (Chapelle

Expiatoire). These are now virtually

ignored, as are many other works by the

artist that adorn Paris monuments and are

seen by untold thousands every day. Com-

parison of his high-relief sculpture The

Triumph of1810 on the Arc de Triomphe

with its far more compelling companion,

The Departure ofthe Volunteers in IJ92

(The Marseillaise) by Francois Rude, gives

an indication why this is so. In his own

day, however, he was highly regarded.

The sculptor died in 1843.

Ingres captured the Cortot of the Roman

years in two magnificent portraits, a paint-

ing (W 105; Musee du Louvre, Paris), and

the present drawing. The painter obviously

felt especially close to the young sculp-

tor, for Cortot's is one of only two

painted portraits he produced of fellow
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prizewinners. The painting dates from

1815, and before Cortot left Rome, either

late in 1818 or at the beginning of 18 19,

Ingres presented him with this pencil por-

trait as well. In a long letter written in

January 1820, the painter assured him of

his continuing affection and regard:

The wife and I always speak ofyou with

the friendship that you know we feel

toward you, and as far as we're concerned

you will never be as happy as you deserve.

I'd love to have news of your beautiful

children—your works—what you're

doing now and what you have coming up.

I will always consider myself their god-

father and comrade, for I have so much

respect and friendship for you, my dear

friend, as well as for your fine talent,

which surely no one values as highly as I

do. So viva, you're on your way, with a

wonderful road ahead of you.
2

For the author's complete text, see Naef

1977—80, vol. 2 (1978), chap. 100 (pp. 307—17).

1. See the list of his works in Lami 1914—21,

vol. 2 (1914), pp. 126-28.

2. Ingres to Cortot, January 12 [1820]; quoted

in Naef 1977—80, vol. 2 (1978), p. 316.

Provenance: Jean-Pierre Cortot (1787-

1843), Paris; his niece, Mile Desiree-Marie-

Charlotte Eymery, later Comtesse Desire-

Francois-Brice de Comps, Versailles, until 1884;

Mile Marguerite-Cecile-Elisabeth de Comps,

her daughter, until 1911; the art firm M. A.

McDonald, New York; Dr. James H. Lockhart,

Jr. (b. 1912), Geneseo, N.Y.; his gift (and that

of his wife) to the Memorial Art Gallery of

Rochester, University of Rochester, Rochester,

N.Y., 1983

Exhibitions: Paris 1861 (1st ser.), no. 48;

Paris 1867, no. 328; Lawrenceville 1937; Pittsburgh

1939, p. 133, ill. p. 132; Pittsburgh 1958; Rochester

1959; Cambridge (Mass.) 1967, no. 46, ill.;

Princeton 1981; Rochester 1995-96, no. 76, ill.

References: Galichon 1861a, p. 357; Blanc

1870, p. 236; Delaborde 1870, no. 274; Duplessis

1870, p. 353;* Gatteaux 1873 (2nd ser.), no. 78,

ill.;t Jouin 1888, pp. 36—37; Lapauze 1911a, ill.

p. 174; Hourticq 1928, ill. on pi. 50; McDonald

1939, ill. p. 39; Alazard 1950, p. 62, n. 8, p. 147;

Naef 1977—80, vol. 4 (1977), pp. 432—33, no. 230,

ill.; Paris 1985, no. X 1, ill.

'Duplessis describes it as allegedly lost in the fire

that destroyed the Gatteaux house.

j Described as in the Edouard Gatteaux collec-

tion, perhaps following Duplessis 1870.
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8i. Charles Lethiere

1818

Graphite

10 x in. (25.5 x cm) , framed

Signed and dated lower left: Ingres. Rom. /

1818.

Musee des Arts Decoratifs, Paris

London only

N232

This drawing is discussed under cat. no. 52.

Provenance: The artist' s student H enri

Lehmann (1814—1882); his posthumous sale,

Hotel Drouot, Paris, March 2—3, 1883, no. 198, as

L*Enfant aufauteuil, sold for 2,550 francs; Baron

de Bfeurnonvillej; his sale, Hotel Drouot, Paris,

February 16—19, r ^5> no. 333, as LEnfant au

fauteuil, sold for 3,150 francs; Emile Perrin, Paris,

until 1 885; H. E. Perrin, his son; his gift to the

Musee des Arts Decoratifs, Paris, in memory of

his father, 1909

Exhibitions: Paris 1 949a, no. 269, ill., as

L Enfant aufauteuil; Paris 1967—68, no. 106, ill.;

Rome 1968, no. 72, ill.; Tubingen, Brussels

1986, no. 17

References: Bouyer 1909, p. 103 ("pencil

[drawing] by Ingres dating from 1818"); Paris,

Musee des Arts Decoratifs 1934, p. 84, as Portrait

denfantj Naef 1963 ("Familie Lethiere"), pp. 65—

78, fig. 8 on p. 74 (sitter identified); Radius and

Camesasca 1968, p. 124, ill.; Paisse 1971, p. 14,

n. 7; Ternois and Camesasca 1971, p. 124, ill.;

Delpierre 1975, p. 22; Naef 1977—80, vol. 4

(1977), pp. 436—37, no. 232, ill.
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82. Niccolo Paganini

is®

Graphite

u%x 8 5/
s

in. (29.8 x 21.8cm)

Signed and dated lower left: Ingres Del. / roma

1819. [Ingres drew (this in) / Rome 1819.]

At lower right, the Leon Bonnat collection stamp

(Lugt 1314); at lower left, the Musee du Louvre,

Paris, collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 4381

Washington only

N 239

Ingres's portrait of Paganini in the Musee

du Louvre, Paris, has spawned a bibliogra-

phy of monstrous proportions, in part

because it is so clearly one of his most

magnificent drawings and in part because

its subject is so well known. Yet for all that

has been written about it, the circum-

stances under which it was executed are

virtually unknown.

Two years younger than Ingres, Paga-

nini was thirty-six when he first arrived in

Rome, on November 3, 1818.' Although he

had been lionized in the cities of northern

Italy, he was not nearly so famous as he

would become. Rome, by comparison, was

a musical backwater, and far from welcom-

ing. As late as the following January the

violinist had failed to obtain permission to

stage a public performance, and he would

have simply given up ifsome of the influen-

tial figures who had meanwhile heard him

at private performances had not taken up his

cause. Thanks to their appeals to Cardinal

Alessandro Albani, he was finally allowed

to appear at the Teatro Argentina on Feb-

ruary 5, 12, and 19. His purse nicely filled,

he then proceeded to Naples, the original

goal of his journey, on March 2.

The influential figures in question were

doubtless prominent members of Rome's

Austrian community, who tended to be

far more sophisticated musically than the

Romans themselves. No one would have

been in a better position to influence Albani

than Austria's ambassador to the Holy See,

Prince Kaunitz, and from Ingres's drawing

of the prince's three daughters in front of

a piano (cat. no. 77) we get a sense of the

musical circle in which the French artist

—

who was himself a competent violinist

—

could well have made the Italian virtuoso's

acquaintance. In Amaury-Duval's recollec-

tions of his teacher, he claims that Ingres

told him he played Beethoven quartets

with Paganini in Rome.
2

That Paganini owed his ultimate success

in Rome to prominent Austrians seems

confirmed by the fact that he returned

from Naples in April of that same year to

perform at two official functions in honor

of the Austrian emperor, one on April 20

and another on May 4. By May 19 he was

back in Naples, and during the rest of

Ingres's stay in Italy the two men never

met again.

Amaury-Duval assures us that Ingres

did see the celebrated violinist at least

once more, probably only at a performance

in Paris. Most likely this was at Paganini's

concert at the Theatre des Italiens on April

10, 1831.
3 Ingres's pupil relates that he was

seated in an adjacent box and witnessed

the artist's reaction to the music:

From the moment the first deep, low notes

flowed from his instrument, we under-

stood whom we were dealing with, and

M. Ingres began to express the pleasure he

was feeling in a series of admiring gestures.

But when Paganini launched into those

exercises of prestidigitation, those tours

de force that have inspired an utterly

ridiculous school, M. Ingres's brow dark-

ened, and, his anger rising in . . . propor-

tion to the public's enthusiasm, he soon

could not contain himself: "That isn't

him," he said. I heard his feet stamping

on the floor with impatience, and the

words turncoat and traitor spilling from

his indignant lips.
4

Obviously Ingres had expected to hear the

Paganini he remembered from Rome, not

the demon-driven, egotistical performer he

had become. In the meantime the painter

had befriended the violinist Pierre Baillot

(see cat. no. 107), a consummate musician

who approached the works of the masters

with the self-effacing reverence Ingres felt

they deserved. Small wonder, then, that he

found the Italian's antics treasonous.

Some scholars see Ingres's portrait of

Paganini as virtually the supreme expres-

sion of his genius. Others praise the work

as a drawing but criticize it as a portrait,

possibly because it fails to capture what

they like to think of as Paganini's diaboli-

cal nature. It is true that Ingres registered

the performer's appearance with his usual

classical composure, subjecting Paganini

to the rules of a world closed to the virtuoso

violinist. To put it another way, Ingres

was too naive to think of venturing into

emotional realms foreign to his nature, yet
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since he was a superb portraitist, his eyes

registered time and again things that were

outside his experience. Like all Ingres's

best works, this drawing exposes his sit-

ter's very soul, not at the heights or depths

of expressiveness, to be sure, but as a

latent force.

Ingres's portrait of Paganini was en-

graved in 1 83 1 by Luigi Calamatta, who

worked from a now-lost copy of Ingres's

1 819 drawing. 5 A counterproof of the lost

copy (that is, a reversed image of it pro-

duced by pressing tracing paper against

the original so as to pull off some of its

substance) was made about 1830 (cat.

no. 83).
6
Other reproductions include a

reduced pencil copy of the Louvre drawing

in the author's collection and an engraving

ofunknown date and in reduced size, also

of the Louvre composition, by an anony-

mous artist. h.n.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 102 (pp. 326-32).

1. All the following dates are taken from

Courcy 1957, vol. 1, and Courcy 1961.

2. Amaury-Duval 1878, p. 234.

3. Courcy 1961, p. 48.

4. Amaury-Duval 1878, p. 235; reprinted in

Naef 1977—80, vol. 2 (1978), p. 328.

5. The engraving is illustrated in Naef

1977-80, vol. 2 (1978), p. 331, rig. 3.

6. Instead of a counterproof, it might be a

reworked tracing. Ingres's involvement in

such a reworking has not been determined.

Provenance: An unknown collector in

Rome; acquired from that collection by Achille

Benouville (according to E. Saglio), Paris, by

1857 at the latest; his posthumous sale, Hotel

Drouot, Paris, January 16, 1901, no. 269; pur-

chased at that sale for 5,600 francs by Leon

Bonnat, Paris; donated by him to a charity auc-

tion to benefit war victims organized by the Syn-

dicat de la Presse, Petit Palais, Paris, June 13,

1917, no. 127; acquired for 46,000 francs at that

sale by the Musee du Louvre, Paris

Exhibitions: Paris 1884, no. 405; London

1908, no. 514; Paris 191 1, no. 113, ill. opp. p. 56;

Paris 1919, no. 291 [eb]; Copenhagen, Stockholm,

Oslo 1928, no. 156 (Copenhagen), no. 145 (Stock-

holm); London 1932, no. 857; Paris 1934a, no. 537;

Brussels 1936—37, no. 72; San Francisco 1947,

no. 11, ill; Montauban 1967, no. 57, fig. 9; Paris

1967-68, no. 112, ill.; Rome 1968, no. 72, ill.;

Paris 1969a, no. 121; Vienna 1976—77; no. 5, ill.;

Tubingen, Brussels 1986, no. 26, ill.

References: Saglio 1857, p. 79; Blanc 1870,

p. 246 (known from the engraving by Luigi Cala-

matta); Delaborde 1870, no. 387 (erroneously

dated 1818); Leroi 1881, p. 340 (known from the

engraving by Calamatta or a photograph); Michel

1884 (March), p. 318, (May), ill. opp. p. 386 (helio-

gravure by Dujardin); Corbucci 1886, p. 181,

under no. 14 (?); Jouin 1888, p. 141; Muther 1893-

94, vol. 1, p. 330, ill. p. 327 (after the heliogravure

by Dujardin); Leroi 1894— 1900b, p. 817; La Chro-

nique des arts 1901, p. 40; Lapauze 1901, p. 267

(known from the engraving by Calamatta);

Lapauze 1903, pp. 20, 25, 26, 29, no. 75, ill. (erro-

neously dated 1818); Gonse 1904, p. 89; Alexan-

dre 1905, pi. 13; Dumas 1908, p. 148; Beaunier

1909, ill. p. 451; Boyer d'Agen 1909, pi. 40;

Lapauze 1911a, pp. 184, 368, ill. p. 177; Saunier 1911,

ill. p. 7; Dreyfus 1912, ill. p. 147; Saunier 1918,

p. 24; Flameng sale 1919, under no. 129; Paris,

Musee du Louvre 1919—20, vol. 2, pi. 54; La

Renaissance de Vartfrancais 1921, ill. p. 237; Fon-

tainas and Vauxcelles 1922, ill. p. 46; Pincherle

1922, ill. p. 113; Frohlich-Bum 1924, pi. 30;

Dessim deJean-Dominique Ingres 1926, p. [7],

pi. 13; Martine 1926, no. 21, ill.; Hourticq 1928,

ill. on pi. 50; Zabel 1929, pp. in, 115, ill. p. 108;

Cortissoz 1930, p. 192; Alaux 1933, ill. p. 145;

French Art 1933, no. 866; Spellanzon 1934, vol. 2,

ill. p. 783 (the engraving by Calamatta); Pach 1939,

p. 84; Alazard 1942, no. 5, ill.: Degenhart 1943,

no. 142, pi. 142; Malingue 1943, ill. p. 84; Howe

1947, p. 91, ill. p. 90; Rewald 1947, ill. p. 29;

Courthion 1947-48, vol. 1, ill. opp. p. 160; Barzun

1949, ill. p. 244; Bertram 1949, pi. XXII; Jourdain

1949, ill. p. 50; Alazard 1950, p. 63, n. 18, pp. 93,

147, pi. XL; Labrouche 1950, pi. 15; Sachs 1951,

pp. 93, 95, pi. 55; Wildenstein 1954, ill. p. 31; Mathey

1955, no. 24, ill.; Courcy 1957, vol. 1, p. 187, ill.
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opp. p. 240, vol. 2, p. 25, n. 51; Heise 1959, p. 79.

ill. p. 59; Courcy 1961, p. 27 (in the German

translation erroneously called a pastel); Blume

1949-79, vol. 10 (1962), ill. between cols. 629,

630; Hnikova-Mala 1963, p. 39, pi. 45; Schuler,

Hausler, and Seifert 1963, pi. 97; Hale 1964,

Before 1831

Graphite with white highlights on tracing paper;

drawing on both sides ofthe sheet, which is pasted

on thin cardboard; the inscriptions appear reversed

j^x;|k (23.8 x 18.2cm)

Signed lower right, possibly not by the artist:

fecit Ingres [Ingres made (this)]

Inscribed lower left, not by the artist: Paganini

At lower right, the Francois Flameng collection

stamp (Lugtggi)

The Metropolitan Museum ofArt, New York

Bequest of Grace Rainey Rogers, 1343 43.8S.10

New York only

N238

p. 214, ill. p. 215; Berezina 1967, fig. 36; Serullaz

1967, p. 21 1; Laszlo and Mateka 1968, ill. p. 42;

Radius and Camesasca 1968, ill. p. 123; Serullaz,

Duclaux, and Monnier 1968, no. 68, ill.; Kemp

1970, pp. 49—65, fig. 1; Ternois and Camesasca

1971, p. 123, ill.; Clark 1973, pp. 123-24, fig. 91;

83. Niccolo Paganini

This drawing is discussed under cat. no. 82.

Provenance: Possibly Luigi Calamatta

(1801— 1869); perhaps his posthumous sale, Hotel

Drouot, Paris, room 8, December 18—19, l87i,

no. 128, "Portrait drawing of Paganini," sold for

600 francs to an unknown collector; probably

offered for sale at an anonymous auction. Hotel

Drouot, Paris, room 1, April 20, 1898, no. 76, as

Portrait de Paganini, "counterproof23X17 cm";

Francois Flameng; his auction, Galerie Georges

Petit, Paris, May 26-27, 1919, no. 129, "Drawing

thoroughly worked over by Ingres on a counter-

proof of an earlier drawing by the artist," sold for

9,000 francs to Kelekian; Dikran Khan Kelekian;

his auction, American Art Association, Palace

Hotel, New York, January 30—31, 1922, no. 10,

Werner 1973, ill. p. 30; Delpierre 1975, p. 23;

Naef 1977-80, vol. 4 (1977), pp. 445~48 5
no - 239)

ill.; Picon 1980, p. 41, ill; Ternois 1980, p. 91, ill.;

Mraz 1983, p. 47, fig. 38; Vigne 1995b, p. 96,

fig- 67

sold for $1,300 to the Fearon Galleries, New

York; acquired by Mrs. Grace Rainey Rogers

(1867— 1943), New York; her bequest to The

Metropolitan Museum of Art, New York, 1943

Exhibitions: Brooklyn 1921, no. 134;

New York 1988-89

References: Saunier 1918, p. 24;* Gaston

Briere in Paris, Musee du Louvre 1919-20,

vol. 2, pi. 54; Alexandre 1920a, no. 44, ilL;T

Spellanzon 1934, vol. 2, ill. p. 783 (the engrav-

ing by Luigi Calamatta); Paris 1967-68, under

no. 1 12; Rome 1968, under no. 72; Naef

1977-80, vol. 4 (1977), pp. 444-45, 2
3 8

* Described as a counterproof pulled for

engraving but so thoroughly reworked by

Ingres that it constitutes an original artwork.

' Described as a drawing intended as a model

for the engraver Calamatta, worked up in

pencil by Ingres on a counterproof of an ear-

lier drawing by the artist.
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84. Andre-Benoit Barreau, called Taurel

1819

Graphite

u 3/
s
x 8 1/

s
in. (28.8 x 20.5 cm)

Signed and dated lower left: Ingres a Madame

Taurel /rome 1819. [Ingres for Madame

Taurel / Rome 1819.]

Collection Yves Saint Laurent and Pierre Berge,

Paris

N 241

This drawing is discussed under cat. no. 73.

Provenance: Mme Andre-Benoit Barreau

Taurel, nee Henriette-Ursule Claire (ca. 1794—

1836), Amsterdam; Andre-Benoit Barreau

Taurel (1794—1859), her widower, Amsterdam;

his heirs until at least 1885; Raimondo de

Madrazo y Garreta (1 841-1920), Versailles;

Comtesse de Behague; her auction, Sotheby's,

London, June 29, 1926, no. 101, sold for 310

pounds sterling to Colnaghi & Co., London;

acquired from that firm, 1926; by M. Knoedler &
Co., 1926; purchased by John Nicholas Brown,

Providence, Rhode Island, 1927; David Tunick,

New York; Yves Saint Laurent and Pierre

Berge, Paris

Exhibitions: Cambridge (Mass.) 1929,

no. 85; Springfield, New York 1939-40,

no. 28, ill.; Cincinnati 1940; Rochester 1940;

New York 1961, no. 28, ill.; Cambridge (Mass.)

1962, no. 17; Cambridge (Mass.) 1967, no. 49,

ill.; Paris 1967—68, no. 113, ill.; Washington,

New York, Philadelphia, Kansas City 1971,

no. 148, ill.

References: Taurel 1885, pp. 2, 15, ill. opp.

p. 3 (the engraving by Charles-Edouard Taurel);

Lapauze 1901, p. 268 (known from the engrav-

ing); Lapauze 1911a, ill. p. 178 (known from the

engraving); Lapauze 1911b, p. 48; Zabel 1930,

p. 381; Siple 1939, p. 249; Alazard 1950, p. 37,

n. 4, p. 144; H. E. van Gelder 1950, pp. 2—10,

fig. 4 (the engraving); Naef i960 (Rome), p. 27,

n. 52, p. 122, under no. 24, see also nos. 23, 24,

pp. 121—22, fig. 7, pi. 16; Naef 1965 ("Thevenin

und Taurel"), pp. 119-57, no. 4, fig. 4; Jullian

1969, p. 89; Mongan 1969, p. 146, fig. 24, p. 156;

Hattis 1971, ill. p. 29; Naef 1977-80, vol. 4

('977), PP- 450-5 1
.
n°- 241, ill.

85. Ursin-Jules Vatinelle

1820

Graphite

J
1/
8
x 5'^ in. (18.1 x 13.9 cm)

Signed and dated lower right: Ingres / rom /

1820 [Ingres / Rome/ 1820]

The Metropolitan Museum ofArt, New York

Bequest ofGrace Rainey Rogers, 1943 43.85.9

New York only

N246

In one of his last Roman pencil portraits,

Ingres portrayed Ursin-Jules Vatinelle,

who was doubtless recommended to the

artist as a pupil of Edouard Gatteaux.'

Gatteaux, who had won the Rome prize as

a medalist in 1809 and developed a close

friendship with Ingres at the Villa Medici,

had the pleasure of seeing Vatinelle similarly

honored in 1819, and he surely would not

have failed to ask his pupil to convey best

regards to his old colleague upon arrival in

Italy. On January 12, 1820, Ingres wrote to

the sculptor Jean-Pierre Cortot in Paris:

I have just received your kind letter from

M. Vatinelle. . .

.

M. Vatinelle is a young man who

strikes me as gentle and honest. I have

already seen a small sample of his talent,

which seems to me to come from a good

source, if only from his teacher and you,

whose praises he never stops singing, to

my delight. Our good friend and comrade

Gatteaux, who also sent a letter, over-

whelms me with his wonderful friendship.
2

If Vatinelle is remembered today at all,

it is because of the portrait Ingres gave

him in Rome before leaving for Florence.

In Vatinelle, Ingres was confronted with

an unusually handsome model, and in a

few simple strokes he did the man full

justice. Of the sitter's later life, however,

only the barest facts are known.

He had been born in Paris in 1798 and

was twenty-one when he received the

scholarship to Rome. The medalist prize

had been established fourteen years before

and awarded only six times. 3 Ingres indi-

cated Vatinelle's specialty in his portrait

by showing him holding a medal in his

right hand, but, absent such a clue, the

subject's identity would still be clear, inas-

much as the drawing, fully labeled, was

exhibited in the Paris Salon des Arts-Unis

in 1 861, while both Vatinelle and Ingres

were still alive.
4

The most extensive catalogue of Vati-

nelle's works is found in Forrer's dictionary

of medalists. 5 Given the advanced age he

attained, the list is extremely short: it con-

tains sixteen items, all of them dating be-

tween 1819 and 1831. Since Vatinelle lived

another fifty years after this briefperiod of

activity, the question arises whether he

abandoned his artistic career or had suffi-

cient wealth to live a life of leisure.
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He died in 1881 at the age of eighty-

three and is buried in the Montmartre

cemetery, along with his parents and an

older brother who is identified on the

tombstone as "former director of painting

on glass at Sevres."
6

Vatinelle never married and thus left no

direct heirs. His entire estate was inherited

by a distant cousin, Antoinette-Josephine

Dupuis, and her husband, the architect

Anatole-Gabriel-Joseph Gautier. There is

no documentation confirming that they

thereby came into possession of the Ingres

portrait, but it is probable that they did.

Madame Gautier died in 1909, leaving her

estate to the architect Alexandre-Jean Jacob

and his daughter and son, her grandniece

and grandnephew. Future research may

be able to trace the provenance of the

drawing through this line of inheritance.

The work appeared in the major Ingres

exhibition in Paris in 1921, by which time

it was already owned by an art dealer.

H.N.

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 106 (pp. 351-52).

1. Vatinelle is mentioned as a pupil of Gatteaux

in Thieme and Becker 1907-50, vol. 34

(1940), p. 136.

2. Ingres to Cortot, January 12 [1820]. The let-

ter is quoted in full in Naef 1977-80, vol. 2

('978), pp. V6-I7-

3. Lapauze 1924, vol. 2, p. 146.

4. Galichon 1861b, p. 47.

5. Forrer 1902—30, vol. 6 (1916), p. 208.

6. "Ex-chef de la peinture sur vitraux de

Sevres." Jouin 1886, p. no.

Provenance: Presumably Ursin-Jules

Vatinelle (1798-1881), Paris; probably the artist's

cousin Antoinette-Josephine Dupuis and her hus-

band, Anatole-Gabriel-Joseph Gautier, until

1909; probably Alexandre-Jean Jacob, by inheri-

tance, and his children, Marguerite-Josephine-

Angele and Paul-Anatole-Louis-Joseph Jacob,

by descent; Paul Rosenberg & Cie., Paris, by

[921; Mme de C[assigneul]; her sale, Hotel

Drouot, Paris, rooms 9-10, March 28—29, '92 5>

no. 25; purchased at that sale for 23,000 francs by

Charles Picard for Jacques Seligmann & Co., New

York and Paris; sold through Cesar Mange de

Hauke by Jacques Seligmann & Co. to Wilden-

stein & Co., Inc., New York, 1927; Mrs. Grace

Rainey Rogers, New York; her bequest to The

Metropolitan Museum of Art, New York, 1943

Exhibitions: Paris 1861 (2nd ser.); Paris

1867, no. 394; Paris 1921, no. 92; New York 1925,

no. 107 [eb]; Cambridge (Mass.) 1967, no. 53, ill.;

New York 1970, no. 48; New York 1988-89

References: Galichon 1861b, p. 47 (errone-

ously dated 1823); Blanc 1870, p. 240; Delaborde

1870, no. 423; La Renaissance de I'anfrancais

1921, ill. p. 240; Anon., March 1946, ill. p. 17;

Burroughs 1946, ill. p. 160; Waldemar George

1967, ill. p. 39; Mongan 1969, p. 146; Naef 1977—

80, vol. 4 (1977), pp. 458-59, no. 246, ill.
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FLORENCE, 1820-1824
Christopher Riopelle

Ingres
saw Florence for the first time in early October

1806, as he traveled from Paris to Rome to take up

his long-delayed residence at the Academie de

France. He stayed there for a week as the guest of

the father of his most intimate artist friend in Paris, the

sculptor Lorenzo Bartolini, a native of Tuscany. In a long

letter to Pierre Forestier, the father of his fiancee, Ingres

described his mixed reactions to "Florence la belle. "' He

reported that he had attended the opera at the famous

Teatro della Pergola, although—always a severe critic in

such matters—he had not been impressed by the quality

of the music. He spoke of visiting the churches of the

city, whose "Oriental luxuriousness"
2
he admired, and of

studying Renaissance frescoes. Ingres's appreciation of

Italian Renaissance painting had been formed by his stud-

ies in the galleries of the Louvre and by long, enthusiastic

discussions with Bartolini and other young artists in

David's studio, where the art of fifteenth-century Florence

was highly esteemed.' Now he was able to examine such

works in abundance and on a monumental scale. Every

day, Ingres reported to Forestier, he made a pilgrimage

to the church of Santa Maria del Carmine, "where there

is a chapel that could be called the antechamber to par-

adise." 4 The Brancacci Chapel had been painted in the

1420s by Masaccio and Masolino, and Ingres responded

powerfully to the stately scenes from the lives of the

apostles that he saw there. It was also during this short

stay in Florence that Ingres had his first chance in Italy to

deepen his knowledge of the art of Raphael. Contempo-

rary Florentine artists failed to impress him, however:

"As for painting, I've seen works by the leading modern

painters. Unfortunately for them, they are thirty years

behind the times and would bring a blush, a deep blush,

to the ashes of Michelangelo, etc., etc." 5 Fourteen years

later, when Ingres decided to leave Rome, it was to Flor-

ence that he made his way; he would try his luck in the

city of Masaccio, Raphael, and Michelangelo.

Why, in 1820, did Ingres choose the smaller, more

provincial city over Rome? Florence boasted neither the

pageantry of the papal court, which he had found a com-

pelling subject for modem history paintings, nor the

monumental achievements of antiquity and the High

Renaissance, for which he, like generations of French

artists before him, had traveled to Italy. However, Ingres's

career was at a low ebb in 1820. As Georges Vigne sug-

gests, the dispersal of the French bureaucratic commu-

nity in Rome after the fall of Napoleon and the end of

French occupation had dried up an important source of

patronage for the artist.
6
Furthermore, Ingres himself

reported that French artists now faced the enmity of their

Italian counterparts, who, no longer under the French

yoke, "are waging another kind of war against us,

because we're better than they are." 7 His primary source

ofincome in Rome had been the portrait drawings he had

made of foreigners on the grand tour (many of them

British and, after the Napoleonic Wars, again free to

travel on the Continent), but this was not where his

ambitions lay. Opportunities to work as a history

painter, which he had resolved to remain, had been only

intermittent. Although Paris under the Bourbon Restora-

tion clearly offered history painters impressive possibili-

ties for state patronage, Ingres realized that it was not yet

time to return there. His most successful history painting

of the Roman years, Christ Giving the Keys to Saint Peter

(fig. 106), completed in 1820 and originally installed in the

convent at Santissima Trinita dei Monti, was generally

admired by the few who saw it there, but the works he had

sent back to Paris—notably those, such as Roger Freeing

Angelica (fig. 104), that were submitted to the Salon of

1819—were by and large dismally received by the critics,

and indeed found to be bizarre (see pages 500—501). His

immediate chances of success in Paris seemed slim.

The painter also still harbored happy memories of his

earlier visit to the Tuscan capital; according to Mathieu

Meras, "Between Ingres and Florence, one could speak of

a preestablished harmony." 8 The cost of living was

cheaper there than in either Rome or Paris, and the city

contained masterpieces by the artists he most admired,

as well as countless other treasures. In June 1819, in

advance of a return visit to Florence, but with the possi-

bility of relocating already firmly in mind, Ingres spoke

of Tuscany as a "place richer than any other in art

Opposite: Fig. 134. Detail of Madame Leblanc (cat. no. 88)



objects, libraries, cabinets of all kinds. I'm going there

myself at the end of the month, to adopt it, if I can have

the same access there as I do in Rome to models, which

are such essential objects in art." 9 Moreover, the inti-

mate, medieval character of the city accorded well with

the historical genre scenes, set in the sixteenth century

and earlier, that he was painting at the time. Perhaps the

deciding factor for Ingres was that Bartolini, his dear

friend from Paris days, had returned to Italy in 1807,

moving permanently to Florence in 1814, and had since

flourished there. Although the two had not seen each

other since Ingres left Paris in 1806, they had begun to

correspond in 1818, and the friendship was warmly

renewed when Ingres revisited Florence the following

year. Both artists remembered the time at the beginning

of the century when they and other friends, including

Francois-Marius Granet, had shared studios and a richly

creative, bohemian life at the former Capuchin monastery

in Paris, and both began to hope that those happy days

could be revived beside the Arno.

With such thoughts in mind, both Ingres and Bartolini

attempted to persuade a third friend from their youthful

days in Paris, Jean-Francois Gilibert, a lawyer then living

in his native Montauban, to join them in Florence. All

three were passionate and discriminating connoisseurs of

music, and music making was the lure. "Just think, my

dear friend, how enjoyable it would be to play together

the divine quartets of Haydn, Mozart, Beethoven, with

your old friend," Ingres wrote to Gilibert, "and I believe

we could train our Bartolini to play second violin or the

tenor violin, since I've learned he is studying that instru-

ment."
10

In a letter of jumbled French and Italian, Bar-

tolini cited remembered airs: "You love music and cannot

have forgotten the 'two Journees, Je suis le plus Vieux

Savoyard,' whose finale builds to a beautiful crescendo;

we could distribute the parts wonderfully. You cannot

deny me this interesting memento with which to end my
days, still beloved and surrounded by the dearest of

friendships."
11 The equation of harmony in music with

that in the home and among friends is a long-established

trope in painting and poetry, and, whether consciously or

not, both men now evoked it as they made plans for the

future. In the end Gilibert was not persuaded. Nor did the

harmony long survive Ingres's relocation. Nor, indeed,

did Ingres ever consider Florence a permanent home

—

an acceptable temporary alternative to Paris, it would

always be "a city I passed through."
12

Beyond the attraction of friendship renewed, Florence

offered Ingres the promise of work. As early as 1818,

writing to Gilibert, he had cited the example of Bar-

tolini's success: "You will hear that he is very happy in

Florence; his portraits in marble have become very fash-

ionable. All the foreigners are having their portraits done

by him."' 3 Indeed, Bartolini himself seems to have

advised Ingres that he too would find a steady stream of

clients in Florence.
14 As much as he disliked making por-

trait drawings on commission, Ingres would have under-

stood that, for all practical purposes, such works were

likely to remain as essential to his financial welfare in

Florence as they had been in Rome. He would also have

known, however, that the Tuscan city housed another

French expatriate painter who was himself making a liv-

ing portraying wealthy foreign visitors. Francois-Xavier

Fabre had fled to Florence from Rome in 1793 and had

quickly become well established with powerful and bril-

liant friends. For Ingres, Fabre was "a character well

known . . for his nastiness."
15 For his part, Fabre detested

what he held to be Ingres's abusive stylization of forms.'
6

The two would inevitably find themselves in competition

over the relatively small, seasonal, and primarily itinerant

tourist clientele for portrait paintings and drawings, and

the advantage was sure not to lie with the newcomer.

Nonetheless, following his preliminary visit in 1819 and

further attempts to lure Gilibert to join them—Ingres

spoke of "the triumvirate of friendship" that linked the

two of them with Bartolini
17—the artist secured his visa

for Florence on July 19, 1820, and left Rome with his

wife, Madeleine, soon thereafter.
18

In Florence, Monsieur and Madame Ingres took up

residence in the home of Bartolini himself. Ingres's early

letters from the city spoke of the warmth of the sculptor's

welcome and the attention he lavished on his old friend

and on his wife, who in fact had never met Bartolini

before she moved into his house. Soon after their arrival,

however, Ingres fell ill with a mysterious complaint and

was prevented from working and exploring the city. In

August he wrote to Granet in Rome, describing the

conflicting emotions occasioned by illness, homesickness

for Rome, pleasure at being in Florence, and joy at

reuniting with their mutual friend Bartolini:

I can finally send word to you, my dear Granet, for,

thanks to my unlucky star, I've come down in Florence

with a kind of illness, the cruelest kind for an artist, which

is to lose the use of his head and legs. The former spins

and causes horrible vomiting, up until today when I've

started to feel better You can imagine my bad mood

and my rage at finding myself surrounded by such

beautiful objects that are so new to me, and forced

FLORENCE
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imperiously to keep to my room. Certainly, without the

care and good nursing given me by my good wife, I

would, I think, have headed back to beautiful Rome,

which one appreciates so much better after having left

it—with all due respect even to the excellent, beautiful,

gracious, rich, clean, and, in conclusion, the happiest

epithets I can find to depict Florence. And to crown my

displeasure, my friend Bartolini wasn't here. He had

given orders to welcome us and show us the most

sumptuous hospitality. Finally, after fourteen years of

absence, he arrived, and we rediscovered in him a

friend as prized as you. That says it all.'
9

Ingres's life chez Bartolini proved to be very different

from the one the artists had shared earlier in Paris, as

indeed it was from the humble, hardworking existence of

Ingres's Roman years. The bachelor sculptor, now rich

and successful, lived in splendor in a palazzo where he

received guests grandly. Ingres was dazzled by his

friend's success and the manner of living it afforded him.

On October 7 he wrote to Gilibert in Montauban (he was

still trying to lure the lawyer to Florence), declaring Bar-

tolini to be "the greatest sculptor of this century, rivaled

only by the Ancients."
20

Indeed, Bartolini had become a

studio master of a kind that Ingres had not seen since

leaving David. "It's like a little ministry, his studios, his

correspondence, and eight or nine marble monuments

that he has to make. And so, while waiting for you, he is

taking his revenge on us, putting us up like royalty (for

that's how he lives), and showering us with a friendship

that is every bit as good as his word."
21

In a subsequent

letter Ingres described for Gilibert a typical day in his

Florentine life, with both artists rising at six a.m., taking

coffee at seven, then going off to work in their respective

studios. They met once more for dinner at seven, "a

moment of rest and conversation until it's time for the

theater, where Bartolini goes every evening of his life.

We see each other again the next morning for breakfast,

and so on day after day."
22

Bartolini's flamboyant man-

ner of living and working
—

"his sound character makes

him disdainful of everything bourgeois, " Ingres said of

him23—could only throw into relief Ingres's own more

meager prospects: "Finally, to avoid repeating myself,

that is my life, too—except for the fact that he is, despite

everything, making a fortune, in other words earning

three or four thousand livres in income or, so to speak, in

freedom; whereas I, poor devil, with all my hard and, if I

may say so, distinguished work, find myself at thirty-eight

having managed to put aside barely a thousand ecus."
24

Ingres's most important painting during his first

months in Florence was the portrait of Bartolini (fig. 135)

that he completed soon after his arrival. A monument to

the friendship that had drawn him to the city, it is a
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Fig. 137. After Raphael. Self-Portrait, 1S20-24 (W 163). Oil on

canvas, i6 7/
s
x 13^ in. (43 x 34 cm). Musee Ingres, Montauban

compelling record of his friend's less than perfect but

intensely vivid features. The forty-two-year-old sculptor

confronts his portrayer—and the viewer—with a

steady, intelligent gaze. Calm, assured, dressed soberly

in brown, though wearing expensive rings and a jeweled

pin in his cravat, he rests one hand on his hip and

presses the other firmly to the tabletop. As Vigne has

pointed out, the Bartolini seen here is no longer the

bohemian artist whom Ingres had depicted in a portrait

of 1805 (fig. 53) but someone who more closely resem-

bles a wealthy patron.
2

' The handsome and wittily

Romantic poseur of the youthful days in Paris has

become a mature man, aware of his accomplishments

and of the authority they give him. He is an aristocrat of

art, like a Medici prince who has come into his

domain, and indeed, the painting owes an obvious debt

to the portraits of nobles by such sixteenth-century

Florentine artists as Bronzino and Salviati, which Ingres

admired.
26 The work is also a record of the passions that

the painter and the subject shared: their love of art,

music, and epic poetry is reflected in the objects arrayed

on the tabletop, which include Bartolini's bust of the

composer Luigi Cherubini (a mutual friend), a violin

bow, musical scores, and volumes of Homer, Machi-

avelli, and Dante, in addition to a small classical vase

Fig. 138. After Raphael. Maddalena Doni, Study ofa Woman's

Hands, 1820-24 (W 151). Oil on canvas, 11x9 m. (28 x 23 cm).

Musee Bonnat, Bayonne

and a mask of Tragedy. The critic and historian Henry

Lapauze could rate this work no higher: "Never has he

painted more truthfully than he does here. He will never

surpass this. . . . The Bartolini from Florence, painted in

1820, is perfection itself."
27

During his first several months in the new city, despite

the illness that affected him upon his arrival, Ingres also

completed two small history paintings that he had begun

in Rome. The first was a variant for the comte de Forbin

of The Sistine Chapel (W 131; Musee du Louvre, Paris),

which he had first painted in 1814. He also brought to

completion a complex and strange painting, The Entry

into Paris ofthe Dauphin, the Future Charles f^(fig. 136),

which had been commissioned by his patron Comte

Amedee-David de Pastoret (see cat. no. 98) in celebra-

tion of a fourteenth-century forebear, Jean Pastourel.

The latter, a president of the Parlement de Paris, is

depicted greeting the Dauphin at the gates of the city fol-

lowing the suppression of an insurrection in 1358; this

image of ancestral loyalty to the medieval monarchy was

intended by its patron to subtly advertise the contemporary

allegiance to the restored Bourbon monarchy of Pastoret

himself and his family. Details derive from Bernard de

Montfaucon's Les Monuments de la monarchie frangaise

(1729-33) and other historical sources, which Ingres
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Fig. 139. After Andrea del

Sarto. Four Figure Studies,

1823. Graphite on paper,

(18.5x23.4 cm). Fogg

Art Museum, Harvard

University Art Museums,

Cambridge, Massachusetts

assiduously studied as he painted the work. Stylistically

the most self-consciously medieval of the artist's historical

scenes, the Entry of the Dauphin bears a resemblance to

manuscript illuminations by the fifteenth-century French

artist Jean Fouquet and to the contemporary Neo-Gothic

compositions of the German Nazarene painters.
28

In fact,

it would be the last of the small-scale history paintings

for which Ingres appropriated stylistic elements from

early, more "primitive" eras of painting; henceforth, he

would increasingly find inspiration in the more naturalis-

tic classical art of the Italian High Renaissance.
29

That the Entry ofthe Dauphin marks a moment of tran-

sition in Ingres's use of artistic sources is suggested by an

annotation on a preparatory drawing for the painting

(Musee Ingres, Montauban), in which he remarked on the

necessity of composing such a multifigure composition in

the manner of Raphael. 30 Although the archaizing Entry

ofthe Dauphin actually shows little evidence of Raphael's

Fig. 140. After Titian. The

Venus of Urbino, 1822

(W 149). Oil on canvas,

45
s4x6<S^in.(ii5.8x

168 cm). Walters Art

Gallery, Baltimore
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influence, it is clear that, soon after arriving in Florence,

Ingres was intently studying that master's works as well

as those of other major artists of the High Renaissance. In

the Pitti Palace he copied three works by Raphael: a pre-

sumed self-portrait, the hands in the Portrait ofMaddalena

Doni, and the Madonna del Granduca (figs. 137, 138, 145).

In 1823 Ingres and the writer Etienne Delecluze studied

the monumental frescoes by another High Renaissance

master, Andrea del Sarto, in the forecourt of the church

of the Santissima Annunziata in Florence. In one sketch,

Ingres sought to capture the complex torsion of four

figures from the frescoes (fig. 139), their heads turning in

a graceful countermovement to their bodies. Delecluze,

concerned that the great artist was not well enough

known in France, devoted a newspaper article to Sarto,

which he quickly sent back to Paris and which may well

reflect conversations that he had shared with Ingres: "It

was [Sarto] who first in Florence and, without knowing

the works of Raphael, formed the concept of that mod-

ern grace [of which] the Virgins ofRaphael became the

type. . . . The modern schools could study [these fres-

coes] to advantage." 3
' Finally, in the Uffizi, Ingres copied

Titian's Venus of Urhino (fig. 140), a sensuous work per-

haps intended as a model for Bartolini to follow as he

carved a marble Recumbent Venus (Musee Fabre, Montpel-

lier).
32 Indeed, the new naturalism that Bartolini was then

introducing into Florentine sculpture—which, like that

city's painting, was still marked by a rigid Neoclassi-

cism—must also have influenced Ingres. 33 Comparing

Bartolini's art to that of his Florentine contemporaries,

Ingres characterized the former as "like a beautiful and

bright light in the midst of chaos." 34 Long an admirer of

Raphael, Ingres came to appreciate more fully in Florence

both the achievements of the monumental, naturalistic

High Renaissance art and those of his contemporary and

friend Bartolini. As Delecluze had counseled, he also

began to question how those Italian achievements, old

and new, might inform his own artistic aspirations and

by extension those of the modern French school.

On August 29, 1820, not long after arriving in Florence,

Ingres gained an important opportunity to act on his

enthusiasm for the art of Raphael and the High Renais-

sance. In the most momentous commission of his career,

the French ministry of the interior invited him to paint a

large-scale altarpiece for the cathedral of his native town,

Montauban, depicting the ritualization in 1638 of the vow

that King Louis XIII had made two years earlier, when

he dedicated France to the Virgin. The Vow ofLouis XIII

(fig. 146) would occupy much of Ingres's time and atten-

tion over the next four years, and its creation was fraught

with difficulty. 35 After some initial confusion over the

subject, Ingres devoted long and often discouraging

study to the composition, attempting to reconcile the

earthly plane, in which the king kneels at the foot of the

altar and gazes upward, with the visionary realm of the

Virgin and Child and attendant angels, who hover above.

He often scraped off areas of the canvas and started

again. Concerned with correct historical detail, he was

pleased when he found in the Uffizi a portrait of King

Henry IV on which he could model the robes worn in the

painting by Henry's son, Louis. "I believed I could, with-

out offense, dress the son in the father's robes, but noth-

ing more." 36 Completion of the painting, postponed and

postponed again, would long be the determining factor in

Ingres's plans for an eventual return to France. He would

not go before the painting was finished, for he hoped that,

when it was shown at the Paris Salon, the Vow would

finally and incontrovertibly establish his reputation as a

history painter and as the champion of the classical style.

Bartolini's was not the only elegant and artistic Flor-

entine home into which Ingres seems to have been invited.

In a letter of August 1820 to Granet in Rome, he men-

tioned having seen a painting by his old friend Nicolas-

Didier Boguet in the collection of the countess of

Albany.37 Long resident in Florence, the countess was an

ornament of the international beau monde. The German-

born estranged wife of the dissolute Young Pretender,

Prince Charles Edward Stuart, she had been for many

years the mistress of the poet Vittorio Alfieri. After his

death in 1803, she became the mistress of Fabre, who had

been their mutual friend. Fabre advised the countess on

her art collection and may well have persuaded her to

purchase the painting by Boguet that Ingres had seen, for

he admired Boguet's art and compared his landscapes to

those of Poussin. 38
Until the countess's death in 1824, she

and Fabre lived lavishly, surrounded by a considerable

art collection, at the center of a cosmopolitan circle that

often included aristocratic visitors passing through Flor-

ence. Bartolini would not have introduced Ingres to this

circle, since he and Fabre had feuded in 1812 when the

latter sided with the painter Pietro Benvenuti in a dispute

with Bartolini about the posing of models at the Accademia

di Belle Arti in Florence. 39 It may have been Fabre him-

self who invited his fellow Frenchman, new to Florence,

to see the collection. Soon after arriving in the city, then,

Ingres was connected with two adjacent artistic circles, both

wealthy and in both of which bourgeois convention was

flouted, aristocratic extravagance the order of the day. It

would not have been easy for the artist—nearing middle

age but not yet notably successful, with few financial
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Fig. 141. Pyrame Thomeguex, 1821 (N 258). Graphite on tracing Fig. 142. Louise Gonin, Young Girlfrom the Gonin-Kreis Family, 1821

paper, io',/ x 8'^ in. (26.7 x 20.7 cm). Private collection (N 257). Graphite on paper, 8'/
8
x 6 in. (20.8 x 1 5.3 cm). Musee d'Art

et d'Histoire, Geneva

resources, and dependent on friends (but also quick to take

offense at any perceived slight)—to see himself surrounded

by ostentatious displays of prosperity and ease. Nor

could it have been comforting for Madeleine—domestic,

conventional, little traveled, fierce in defense of her hus-

band—to find herself moving in such alien worlds.

This way of life quickly proved unsatisfactory to both

of them. Citing "a rivalry over portraits," Ingres broke

with Fabre and began turning his back on him in the

street.
40 More seriously, by the end of 1820 Ingres and

Bartolini were quarreling as well, and sometime in the

spring the painter and his wife left Bartolini's house, to

take up residence on the third floor of 6550, via della

Colonna (Ingres also occupied two studios not far away

in the via delle Belle Donne, near Santa Maria Novella).

Ingres later railed against Bartolini's "impertinence,

abruptness, whims, and boasting. . . . His life is totally

given over to his passions and his shady dealings";
41

Madame Ingres seems to have objected in particular to

the dissipations attendant on Bartolini's way of life. For

his part, the sculptor largely blamed Madeleine for the

split, telling Gilibert: "My friendship with him is unwa-

vering, but I can't say the same for his wife, because her
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personality contributes much to her husband's downfall;

she has done me many wrongs, but I suffered them all for

my friend's sake, which I would do under any circum-

stances and I would even ask you to maintain a strict

silence on this subject."
42

The failure to find the clients that Bartolini had

promised, and now the need to fend for themselves, led to

hardship for the artist and his wife. Years later, Madame

Ingres recalled to Amaury-Duval: "Well! my dear friend,

we have indeed known poverty, and the worst kind. . . .

Would you believe that in Florence, we often had no

bread in the house, and no credit left at the baker's?" 43

The break with Bartolini was never final, however. The

two artists respected each other's talent too much for

that, and attempts at reconciliation were made. In June

1822 the painter-sculptor Louis-Marie Dupaty reported

to Granet in Rome: "I've been assured that Ingres adores

Bartolini again and that Bartolini once more adores Ingres.

I can forgive them this ridiculous little business because

of their marvelous talent."
44 Nevertheless, by the end of

the year, Paul Lemoyne was informing the same friend:

"[Ingres] is now at daggers drawn with Bartolini. Both of

them have gotten only what they deserve." 45 In fact, the



two would remain on distant terms, rarely seeing each

other, throughout Ingres's remaining time in Florence.

Only years later did they reunite as friends—in the

1830s, when Ingres, himself famous and successful,

returned to Italy as the director of the Academie de

France in Rome.

After their break with the artistic beau monde, Ingres

and Madeleine found another, more compatible circle

of friends in the family of the Swiss-born Jean-Pierre

Gonin, a manufacturer of straw hats whose factory was

located in Florence. The couple also became acquainted

with the Thomeguex and Guerber families (see cat. nos.

87, 150, figs. 141, 142), into which the Gonins had mar-

ried, and through these families with many members of

the Florentine expatriate community, including Monsieur

and Madame Jacques-Louis Leblanc and Dr. Cosimo

Andrea Lazzerini and his French-born wife. These new

friends—prosperous, sober, and industrious people, family-

oriented and convivial, several of them with former

connections to the court of the Tuscan grand duchess

Elisa Bacciochi, sister of Napoleon—were warmly

appreciated by Ingres. His sketch of Madeleine in con-

versation with Madame Leblanc and her daughter Isaure

is evidence of the easy amiability between the families

(fig. 143). And when he left Florence to return to Paris

late in 1824, it was into the hands of "the excellent and

good Gonin-Thomeguex, such good, good, good friends"

that he entrusted the care of his wife until she could rejoin

him. 46
Yet, as fond as he was of his new friends, Ingres

was fonder still of his independence and of the solitude

he found in his studio. In August 1822 he informed

Gilibert: "One thing is inimical to my peace of mind: I

am not at all a social person, and they want me to go out

into society. ... I would rather be unknown here." 47 The

center of Ingres's existence remained his art, and almost

anything that impinged on the time and the painstaking

energy he devoted to it was ultimately suspect.

The new circle did supply the artist with important

opportunities for portrait commissions, both painted and

drawn, and Ingres's portraits of his Florentine friends

—

pervaded by a sense of amiability and uncomplicatedly

amusing social intercourse—are among the most beguil-

ing of his career. The 1821 portrait of Jeanne Gonin (cat.

no. 87), the sister of the family patriarch, was probably

commissioned to celebrate her bethrothal to fellow Geneva

native Pyrame Thomeguex. Its simplicity, intimacy, and

relatively small scale bespeak sympathy between painter

and subject, as well as the directness that privacy and



Fig. 144. Isaure-Juliette-Josephine Leblanc, 1823 (W 1^4?). Oil on

canvas, 15 x11V in. (38 x 30 cm). Mokhtar Museum, Gezira, Cairo

friendship allow. While more grandly conceived and

public in intent, the pendant portraits of 1823 depicting

the banker Jacques-Louis Leblanc and his wife (cat. nos.

88, 89) are also marked by the convivial sense that an

amusing conversation has been momentarily arrested.

Both sitters turn sympathetic half-smiles on their portrayer,

the few elegant accessories that surround them establishing

that we are meeting them in the intimacy of their home.

The recently rediscovered portrait of their youngest

daughter, five-year-old Isaure, eyes averted (fig. 144), is

a vivid sketch of childhood innocence and shyness. Simi-

larly, Ingres's 1822 group portrait of Dr. Lazzerini, his

wife, and baby daughter (cat. no. 90), all of whom look

out at the viewer with spontaneous amusement, is one of

the finest portrait drawings of the Florence years.

Of the six portraits Ingres painted in Florence, five are

of friends (cat. nos. 87-89, figs. 135, 144) and only one

depicts a stranger. The latter was a Russian nobleman,

Count Nikolai Dmitrievich Gouriev, who beginning in

1 82 1 would serve successively as ambassador to The

Hague, Rome, and Naples. After he and his new wife

arrived in Italy in the fall of 1820, word of their interest in
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61 cm). Musee Ingres, Montauban

acquiring contemporary art spread through the penin-

sula. The painter Boguet wrote his friend Fabre in Florence:

"M. de Gourieff is in Rome. He has already made his tour

of the studios and ordered paintings." 48
In 1821, after

Gouriev had sat for Ingres in Florence, the painter tried

to interest the count in the works of his friend the Belgian

painter Francois-Joseph Navez, living in Rome, but was

disappointed: "I've learned to my great displeasure that

Count Gourief, a rich Russian whom I had strongly urged

to go see your works, did not do it, even though he'd

been well advised to do so by
[ ] and written note.

But that's the way they are.
"49 In Florence itself, however,

the ambassador was generous with his commissions:

Bartolini was called on to carve a marble seated statue of

his wife, Maria, Countess Gourieva (State Hermitage

Museum, Saint Petersburg), and Ingres was selected to

paint the portrait of the count himself (cat. no. 86). While

Ingres might have hoped that he would also be asked to

provide a pendant portrait of the countess, in fact that

commission went to Fabre instead (private collection,

France). 50 Was this the "rivalry over portraits" to which

Ingres had referred in relation to his split with Fabre?



Fig. 146. The Vow ofLouis XIII, 1824 (W 155). Oil on canvas, 14 ft. V in. x 8 ft. 7 in. (421 x 262 cm). Notre-Dame

Cathedral, Montauban
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Ingres's portrait seems to have been largely completed in

late 1820, though signed only the following year. 5 ' In paint-

ing it, he returned to the romantic conceptions of such

earlier works as the 1809 portrait of Granet (cat. no. 25),

dramatically silhouetting the sitter's head against a stormy

sky and animating the dark, moody canvas with a bril-

liant flash of red in the lining of the cloak. Unlike the sense

of intimacy that characterizes Ingres's other painted por-

traits of the Florence years, the feeling here is of a chill

and distant figure. As Daniel Ternois has remarked,

"The portrait has great authority. The gaze is straightfor-

ward, the expression severe. The head is isolated against

the sky as if seen from below."'
2
Ingres would not paint

another such image of aristocratic hauteur until, more than

a decade later, he portrayed the heir to the French throne,

Ferdinand-Philippe, due d'Orleans (cat. nos. 121, 122).

As at Rome, commissions for portraits, especially

drawings, continued to furnish Ingres with the means of

making a living and, also as at Rome, Ingres complained

of his weariness with the task. In 1823 he excused himself

for not finishing a self-portrait drawing by explaining

that "I am stricken by a kind of horror for anything that

has to do with drawing, having done too much of it, and it

reminds me of periods of ruinous lethargy when I did

nothing but that, out of necessity, using up the best years

of my career in Rome." 53 Indeed, he turned down the

opportunity, proposed by an English client, to spend two

lucrative years as a portraitist in Britain. 54 Ingres was

determined to make his mark as a history painter, and the

completion of The Vow ofLouis XIII remained the over-

riding concern of his Florentine years, the vital center of

his creative life. "I am not wasting a moment. I have no

time to lose if I want to get into the Salon. The canvas is

painting itself; I am counting heavily on it,"
55 he wrote to

Gilibert early in 1822, some seventeen months after

receiving the commission. Eighteen months later, in July

1823, Ingres was still feverishly working on the Vow

when Delecluze visited his studio. Years later, the writer

described Ingres at that moment as "poor and quite dis-

couraged . . . experiencing uncertainties ... at the

thought of finishing his project. Struck with the beauty of

the Virgin, [I] urgently pressed him to put the last

touches on a painting which incontestably would be rel-

ished in Paris by all who were enlightened and impartial

connoisseurs." 56 Such praise would have reassured the

painter, as did the unexpected news that on December 27,

1823, he had been elected a corresponding member of the

Academie des Beaux-Arts in Paris—to which he

responded, "Well, I no longer have the right to complain

about people!" 57 Prospects seemed good for a successful

return to Paris in time for the Salon of 1824. In February

of that year, however, Ingres's friends still worried about

whether he would indeed finish the picture in time for the

Salon and were even more troubled about how he might

react to negative criticism if it were not well received

there. As Charles Marcotte wrote to Granet: "I don't

know if M. Ingres will make good on his plan to come in

the spring. It will be a great pleasure to see him, and yet,

he is so sensitive to remarks and criticism that I don't know

whether, for his own sake, I should hope that he comes dur-

ing the run of the exhibition."
58 Eight more months would

elapse before, in October 1824, Ingres was able to leave

Florence for Paris with The Vow ofLouis XIII (fig. 146),

finished at last.

With its majestic, slow, and dramatic confrontation

between king and Virgin, the Vow owes a debt to the

"modern grace" that Delecluze had identified as begin-

ning with Andrea del Sarto and the other masters of the

High Renaissance, including the greatest, Raphael. Indeed,

it was in Florence, at work on this painting, that Ingres

effected the decisive reconciliation of his art with the

classical tradition of sixteenth-century Italy. As he had

long hoped but hardly dared expect, the painting was

rapturously received when, on November 12, 1824, it

finally went on exhibition at the Salon. Ingres's greatest

satisfaction was to see it praised in terms of its Italian

sources: "The name of Raphael (unworthy as I might be)

is mentioned in the same breath as mine. They say that I

took inspiration from him without in any way copying

him, but rather was imbued with his spirit." 59 The enor-

mous success of the Vow marked Ingres's triumphant

return to his homeland and his assumption of the leader-

ship of the classical school. He had been away from Paris

for eighteen years, the last four of them in Florence.

There he had painted what his contemporaries immedi-

ately recognized as his first masterpiece; in retrospect, the

Florentine sojourn was the protracted but necessary stag-

ing ground of that triumph.

FLORENCE



1. Ingres to Pierre Forestier, October 5, 1806, in Boyer d'Agen

1909, p. 46.

2. "luxe oriental." Ibid.

3. For the appreciation of Italian Renaissance art in the circle of

David and in the generation that succeeded it, see Alazard

1936, pp. 167-75, ar>d Daniel Ternois in Amaury-Duval 1993,

pp. 385-406.

4. "ou est une chapelle que Ton peut nommer l'antichambre du

paradis." Ingres to Pierre Forestier, October 5, 1806, in Boyer

d'Agen 1909, p. 46.

5. "Pour la peinture, j'ai vu les ouvrages des premiers peintres

modernes. Malheureusement pour eux, ils sont en arriere de

trente ans et font rougir, bien rougir, la cendre de Michel-Ange,

etc., etc." Ibid.

6. Vigne 1995b, p. 148.

7. "nous font une autre espece de guerre, parce que nous valons

mieux qu'eux." Ingres to Gilibert, July 7, 1818, in Boyer d'A-

gen 1909, p. 36.

8. "Entre Ingres et Florence, on peut parler d'harmonie pre-

etablie." Mathieu Meras, "Ingres in Florence," in Florence

1968, n.p.

9. "pays riche plus qu'aucun en objets d'art, bibliotheques, cabi-

nets en tous genres. Je m'y rends moi-meme, a la fin de ce mois,

pour l'adopter si j'y ai les memes ressources qu'a Rome pour

les modiles, objets si essentiels dans l'art." Ingres to Gilibert,

June 1819, in Boyer d'Agen 1909, pp. 39-40. After he moved to

Florence, Ingres mentioned his problems finding male models

in a letter to Gilibert dated April 20, 1821: "The strange thing

is, they are very scarce in a city where there are many female

ones, and very good-looking." ("Chose singuliere, ils font

defaut dans une ville ou il y en a beaucoup de femme et de tres

beaux.") Ibid., p. 67. Ingres and Bartolini would solve the

problem by bringing a male model up from Rome to pose for

the two of them exclusively.

10. "Songe, mon cher ami, au seul plaisir de faire ensemble les

divins quatuors de Haydn, Mozart, Beethoven, avec ton vieux

ami et je crois que nous pourrions dresser notre Bartolini a faire

un second violon ou la quinte, car j'ai appris qu'il a travaille cet

instrument." Ingres to Gilibert, June 1819, ibid., p. 40.

11. "Tu ami la musica e non devi esserti dimenticato delle 'due

Journees, Je suis le plus Vieux Savoyard' qui attend le bel effet

du crescendo de la finale, il y aura de quoi distribuer les roles a

merveille. Non mi privera di questo interessante momento per

terminare i mei giorni sempre amorosi e in sino della piu cara

amicizia." Bartolini to Gilibert, May 2, 1820, quoted in Meras

t973, p. 12.

12. "Une ville de passage." Ingres to Gilibert, November 12, 1823,

in Boyer d'Agen 1909, p. 115.

13. "Tu sauras qu'il est tres heureux a Florence; il a une grande

vogue pour les portraits en marbre. Tous les etrangers se font

pourtraicturer par lui." Ingres to Gilibert, July 7, 1818, ibid., p. 37.

14. In a letter to Gilibert dated June 3, 1821 (in ibid., p. 76), Ingres

strongly criticized Bartolini for having misled him with false

promises of a flourishing Florentine clientele.

15. "un caractere bien connu . . . par sa mechancete." Lapauze

1911a, p. 223.

16. Pellicer 1979, p. 165.

17. "le triumvirat d'amitie." Ingres to Gilibert, June 1819, in Boyer

d'Agen 1909, p. 39.

18. Angrand and Naef 1970a, p. 17, n. 29.

19. "Je puis enfin causer avec vous, mon cher Granet, car, a ma

mauvaise etoile, je suis venu faire a Florence une espece de mal-

adie, et la plus cruelle pour un artiste, c'est de ne pas avoir les

facultes de sa tete et de ses jambes. Celle-ci tourne et provoque

d'affreux vomissements, et cela jusqu'a ce jour ou je commence

a mieux me sentir. . . . Vous pouvez juger de ma mauvaise

humeur et de ma rage de me voir entoure de choses si belles et si

nouvelles pour moi, et force imperieusement a rester dans ma

chambre. Certes, sans les soins et la bonne garde que me fait ma

bonne femme, j'aurais, je crois, repris le chemin de la belle

Rome, que Ton apprecie d'autant mieux lorsqu'on est sorti.

N'en deplaise meme a l'excellente, belle, gracieuse, riche, pro-

pre, avec, en finissant, les epithetes les plus heureuses que je

puisse trouver pour peindre Florence. Pour surcroit de

deplaisir, l'ami Bartolini n'y etait point. Ses ordres etant donnes

pour nous recevoir et nous prodiguer l'hospitalite la plus

somptueuse. Enfin, apres quatorze ans d'absence, c'est arrive, et

retrouvons en lui un ami dans vos prix. C'est tout dire." Ingres

to Granet, August 1820, in Neto 1995, letter no. 93.

20. "le plus grand sculpteur de ce siecle, qui n'a toujours pour rival

que les Anciens." Ingres to Gilibert, October 7, 1820, in Boyer

d'Agen 1909, p. 54.

21. "C'est un petit ministere que ses ateliers, sa correspondance et

huit ou neuf monuments de marbre qu'il a a faire. Enfin, en

t'attendant, il se venge sur nous, nous heberge comme des

seigneurs, (car il vit ainsi), et nous comble d'amitie dont les

preuves sont au bout des paroles." Ibid.

22. "moment de repos et de conversation jusqu'a l'heure du theatre,

oil Bartolini va tous les soirs de sa vie. On se retrouve le lende-

main, a dejeuner, et ainsi tous les jours." Ingres to Gilibert,

April 20, 1821, ibid., p. 67.

23. "son esprit juste lui fait mepriser tout ce qui est bourgeois.

"

Ingres to Gilibert, October 7, 1820, ibid., p. 54.

24. "Enfin, pour eviter des redites, voila aussi mon histoire; a cela

pres cependant qu'il est en train, malgre tout, de faire fortune,

c'est-a-dire d'acquerir trois ou quatre mille livres de rente ou,

pour autant dire, la liberte; et que moi, pauvre diable, avec le

travail le plus assidu et j'ose dire distingue, je me trouve, a

trente-huit ans, n'avoir encore pu mettre de cote qu'a peine

mille ecus." Ibid., pp. 54—55.

25. Vigne 1995b, p. 150.

26. Pointing to the similarity of the sitters' poses and demeanors,

Helene Toussaint (in Paris 1985, p. 62) compared the Bartolini

to Bronzino's Portrait of a Young Man (fig. 174), a work that

Ingres saw in the collection of Lucien Bonaparte. She also

speculated on Bartolini's collaboration with the painter in the

choice of pose: "Is it not possible to deduce from this . . . that

Bartolini might have chosen, as a rather vain ploy, an admired

image in which he wanted to be reincarnated?" ("Ne pourrait-

on deduire . . . que Bartolini aurait pu choisir, dans un jeu assez

vain, une image admiree dans laquelle il lui plaisait d'etre

reincarne?")
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27. "Jamais il ne mit plus de verite qu'ici. 11 n'ira jamais plus loin.

. . . le Bartolini de Florence, peint en 1820, c'est la perfection

meme." Lapauze 1911a, p. 211.

28. For a recent discussion of the painting, see New Haven and

Paris 1991—92, no. 144.

29. One reason for Ingres's laying aside of such small-scale works

may well have been financial. As he reported to Gilibert in a let-

ter dated April 20, 1821 (in Boyer d'Agen 1909, p. 72): "I'll tell

you, my dear friend, that small paintings are longer and more

painstaking than large ones, and that, doing them as I have up

until now, I haven't earned enough to buy drinking water, since

their small size means you never get paid what they're worth."

("Je te dirai, mon cher ami, que les petits tableaux sont plus

longs et plus vetilleux que les grands et que, les faisant comme

jusqu'ici, je n'y ai pas gagne de l'eau a boire, parce qu'etant

petits ils n'ont jamais ete assez payes.")

30. Inv. no. 867.1381. The annotation is transcribed in Vigne 1995a,

no. 1222.

31. "C'est lui qui le premier a Florence, et sans connottre les

ouvrages de Raphael, a donne l'idee de cette grace modeme, si je

puis dire ainsi, dont les Vierges de Raphael sont devenues depuis

le type; ... les ecoles modernes devroient etudier davantage."

Delecluze, January 2, 1824. The drawing is catalogued, and the

article quoted in translation, in Cambridge (Mass.) 1980, no. 26.

32. See Johnston 1982, no. 5.

33. For a discussion of Florentine art during Ingres's residence in

the city, see Spalletti 1990, pp. 258-333.

34. "comme une belle et vive lumiere au milieu du chaos." Ingres

to Gilibert, October 7, 1820, in Boyer d'Agen 1909, p. 54.

35. Ingres told the story of his struggle to paint the Vow in a

series of letters he sent from Florence to his friend Gilibert,

ibid., pp. 53-120.

36. "J'ai cru pouvoir, sans rien choquer, habiller le fils de l'habit du

pere, mais rien de plus." Ingres to Gilibert, December 24, 1822,

ibid., p. 103. The portrait Ingres found is by Frans Pourbus the

Younger and is dated 1613 (Uffizi IC640).

37. Ingres to Granet, August 1820, in Neto 1995, letter no. 93.

38. Pellicer 1979, p. 177.

39. Bordes 1979, p. 191.

40. "une rivalite de portraits." Lapauze 1911a, p. 223.

41. "impertinences, brusqueries, caprices et gasconnades. . . . Il vit

abandonne a ses passions et a ses mauvaises affaires." Ingres to

Gilibert, October 1823, in Boyer d'Agen 1909, p. 113.

42. "Mon amitie avec lui est inalterable, mais je ne puis dire de

meme avec sa femme par ce qu'elle est d'un caractere qui con-

tribue beaucoup a la perte de son mad, elle a eu bien des torts

envers moi mais j'ai tout souffert pour l'ami, ce que je ferai dans

toutes occasions et meme je te prie de garder un profond silence

a ce sujet." Bartolini to Gilibert, December 7, 1823, quoted in

Meras 1973, p. 16. Bartolini was not the only artist friend of

Ingres whom his wife alienated. On December 24, 1822, the

sculptor Paul Lemoyne, living in Florence, wrote to Granet in

Rome: "How can you believe that the illness affecting Ingres

could be passed on to me? I am very distant from a contagion

like that since I've definitively broken with him, or rather with

his wife. She's a vile hussy, a viper of the worst kind. But I hope

she won't carry into heaven the wicked acts ofwhich in my eyes

she's guilty. I fought for a long time before breaking off rela-

tions, and at this point I don't even speak to her when I happen

to run into her at someone's home. As for Ingres, I admire his

talent, but I'd doffmy hat more readily to his works than to the

man himself." ("Comment pouvez-vous croire que la maladie

dont Ingres est affecte puisse m'etre transmise? Je suis si

eloigne d'une pareille contagion que j'ai rompu definitivement

avec lui, ou plutot avec sa femme. C'est une coquine infame,

une vipere de la plus grosse espece. Mais j'espere qu'elle ne

portera pas en paradis les traits de noirceur dont elle s'est ren-

due coupable a mon egard. J'ai bataille longtemps avant que de

rompre, et maintenant je ne la salue meme pas dans les maisons

ou j'ai l'occasion de la voir. Quant a Ingres, j'estime en lui le

talent, mais j'oterais plus volontiers mon chapeau devant ses

ouvrages que devant lui.") In Neto 1995, letter no. 200.

43. "Eh bien! oui, mon cher ami, nous avons connu la misere, et la

plus complete. . . . Croiriez-vous qu'a Florence, nous n'avions

souvent pas de pain a la maison, et plus de credit chez le

boulanger?" Amaury-Duval 1993, p. 125.

44. "On assure qu'Ingres a recommence a adorer Bartolini et que

Bartolini a recommence a adorer Ingres. Je leur pardonne ce

petit ridicule en faveur de leur beau talent." Dupaty to Granet,

June 10, 1822, in Neto 1995, letter no. 178.

45. "Il est presentement a couteau tire avec Bartolini. Ils n'ont,

l'un et 1' autre, que ce qu'ils meritent." Lemoyne to Granet,

December 22, 1822, in ibid., letter no. 200.

46. "les excellents et bons Gonin-Thomeguex, si bons et bons et

bons amis." Ingres to Madame Ingres, January 11, 1825, quoted in

Lapauze 1910, p. 277, and in Naef 1977-80, vol. 2 (1978), p. 385.

47. "Une chose est ennemie de mon repos; je ne suis point un

homme de societe, et on veut que je voie le monde. . . . J'aurais

voulu etre ici inconnu." Ingres to Gilibert, August 29, 1822, in

Boyer d'Agen 1909, pp. 85-86.

48. "M. de Gourieff est a Rome. Il a deja parcouru des ateliers et

ordonne des tableaux." The undated letter is quoted in Lapauze

1911a, p. 214, n. 1.

49. "Je sais a mon grand deplaisir que M. le Comte de Gourief,

riche russe et que j'avais fortement engage a voir vos ouvrages,

ne l'a pas fait, quoique bien averti d'ainsi faire par
[ ] et note

ecrite. Mais les voila." Quoted in Naef 1974 ("Navez"), p. 15.

Ingres may also have been annoyed because, having ignored his

own advice, Gouriev seems to have followed that of Fabre in

acquiring a Boguet painting; see Pelissier 1896, pp. 321, 323.

50. Spoleto 1988, p. 12.

51. Vigne 1995b, p. 157.

52. "Le portrait a une grande autorite. Le regard est droit, l'expres-

sion severe. La tete se detache sur le ciel comme si elle etait vue

par en-dessous." Daniel Ternois in Paris 1967—68, no. 120.

53. "je suis attaque d'une espece d'horreur pour tout ce qui est

dessin, pour en avoir trop fait, et ce qui me rappelle de ruineuses

lethargies ou je n'ai fait que fa, et par necessite, et qui ont

employe les plus belles annees de ma carriere, et a Rome."

Ingres to Charles Marcotte, January 15, 1823, quoted in Naef

1977-80, vol. 1 (1977), p. 14, and Ternois 1999, letter no. 8.

54. Delaborde 1870, p. 41.
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55-"Je ne perds pas un moment. Toutes mes heures sont comptees

pour pouvoir arriver au Salon. Le tableau va tout seul; je compte

beaucoup sur lui." Ingres to Gilibert, January 1822, in Boyer

d'Agen 1909, p. 61, where the letter is mistakenly dated to

January 2, 1821.

56. "pauvre et assez decourage eprouvant des incertitudes ... a

l'idee de completer son ouvrage. Frappe de la beaute de la Vierge,

Etienne pressa vivement l'artiste de mettre la derniere main a un

tableau qui devait incontestablement etre goute a Paris par tout

ce qu'il y avait de connaisseurs eclaires et impartiaux." Dele-

cluze 1855, p. 394, translated in Cambridge (Mass.) 1980, no. 26.

57. "Allons, je n'ai plus le droit de me plaindre des hommes!"

Lapauze 1911a, p. 228.

58. "Je ne sais si M. Ingres realisera le projet qu'il a forme de venir

au printemps. J'aurai grand plaisir a le voir, et cependant, il est

si sensible aux observations et a la critique que je ne sais si, pour

son bonheur, je dois desirer qu'il vienne pour l'epoque de l'ex-

position." Marcotte to Granet, February 17, 1824, in Neto 1995,

letter no. 221.

59. "Le nom de Raphael, (bien indigne que j'en sois), est

rapproche du mien. On dit que je m'en suis inspire sans en

rien copier, etant plein de son esprit." Ingres to Gilibert,

undated, in Boyer d'Agen 1909, p. 121. As Andrew Shelton

notes in this catalogue (p. 287, n. 3), Boyer d'Agen's dating of

this letter to the very day the painting first went on view

is improbable.
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86. Count Nikolai Dmitrievich Gouriev
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Count Gouriev (1792,-1849) was the son of

the Russian minister of finance under Czar

Alexander I. After a distinguished army

career that began in 1810 and included

fighting against Napoleon in 1812— 14,

Gouriev, who had received several presti-

gious decorations, retired in 1 816 with the

rank of colonel. Two years later he was

appointed an aide-de-camp to Alexander,

and in 1821, at age twenty-nine, he began

a diplomatic career during which he would

serve in succession as the czar's ambassador

to The Hague, Rome, and Naples. Gouriev

ended his diplomatic service back in Saint

Petersburg as a state secretary in the min-

istry of foreign affairs.
1

In the autumn of 1820, shortly before

assuming his ambassadorial duties, Gouriev

and his new bride, Maria, Countess

Gourieva, nee Narychkina, began their

honeymoon visit to Italy. While in Rome

and Florence, the aristocratic couple, anx-

ious to form a collection of contemporary

art, made the acquaintance of leading

artists from Italy and elsewhere. As they

visited artists' studios, commissioning and

acquiring works, word of their largesse

passed from studio to studio; on January 15,

1821, the French painter Nicolas-Didier

Boguet wrote from Rome to his friend

Francois-Xavier Fabre in Florence excit-

edly describing the couple's visits there.
2

The count was no less busy in Florence

itself, where he commissioned Fabre to

paint a portrait of Countess Gourieva (pri-

vate collection, France) and asked Ingres's

friend the sculptor Lorenzo Bartolini to

carve a marble seated portrait of her (State

Hermitage Museum, Saint Petersburg).

Ingres was given the commission of paint-

ing the portrait of the count himself.

It is interesting to speculate as to how

such a prestigious commission came to

Ingres, who had only recently arrived in

Florence and was known to few people

there. Noteworthy, perhaps, in this regard

is the presence in Florence of a Russian who

was an ardent collector of art—the enor-

mously wealthy Count Nikolai Demidov,

who had lived in the Villa San Donato

since 181 5. Demidov served as the Russian

envoy to Tuscany, and protocol, if not pre-

vious acquaintance, would have demanded

that Gouriev and his wife present them-

selves at his villa early in their visit. Could

it have been Demidov who suggested to

the new arrivals which Florentine artists

they might wish to patronize? Bartolini

and Fabre, both ofthem socially prominent

and successful, surely would have figured

among such referrals. Only a few years

later, in 1828, Demidov's son, Prince Ana-

toly Demidov (an even more extravagant

collector than his father), would become

an important patron of Bartolini when he

commissioned a large-scale monument to

his father, which today stands at Lungarno

Serristori in Florence; however, the sculp-

tor's acquaintance with the family may

well predate that commission. If the elder

Demidov had directed Gouriev to Bartolini,

then Ingres would have been very close at

hand, since he and his wife, Madeleine,

were living in the sculptor's house at the

time. That the Gouriev commissions held

a particular significance for both Bartolini

and Ingres is suggested by Bartolini's

dedication of the plaster version of his

portrait of Countess Gourieva (Museo

Comunale, Prato): "Bartolini fece e

dedico all'amico Ingres" ("Bartolini

made [this] and dedicated [it] to his

friend Ingres"). 3

Conversely, Gouriev may have known

about Ingres before he arrived in Florence.

According to Valentina Berezina, the count

and countess first visited Rome upon their

arrival in Italy and only later moved on to

Florence.4 Ingres was well known in Rome,

having lived there for fourteen years and

having left only a few months before.

Indeed, Gouriev may have seen some of

Ingres's works there, such as the portrait

of Francois-Marius Granet of 1809 (cat.

no. 25), which was in Granet's collection

there and which anticipates the portrait of

Gouriev in its use of a moody landscape

background against which the sitter's

head is silhouetted. Arriving in Florence,

the count then might have sought out the

artist whose works had impressed him

in Rome.
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Though painted in Florence, the portrait

includes a landscape background depicting

a site in the Roman campagna. The land-

scape, with its distinctive plane trees at the

left, is based on an anonymous watercolor

drawing representing a view of Palombara

Sabina (fig. 312), a town near Tivoli in the

campagna. Helene Toussaint has tenta-

tively attributed the drawing to Boguet,

while Georges Vigne has suggested that it

may be by Granet.' Why this site should

have been chosen for inclusion in the por-

trait is unclear, since it has no known con-

nection with Gouriev. Its selection was

probably not arbitrary, however—Ingres

was meticulous about the backgrounds in

his paintings and drawings—and Toussaint

has suggested that the view may have been

one the count and countess particularly

admired. Toussaint and Vigne believe that

the landscape background in Gouriev is

not from Ingres's hand but from Granet's.7

A decade earlier, Ingres had called on his

friend to add an atmospheric landscape

background to his own portrait (cat. no. 25),

and the landscape here is consistent with

Granet's style. Yet, whoever supplied the

landscape, there is nothing in the visual

evidence of the final painting to suggest

that Ingres did not complete that area of

the portrait himself.

Ingres signed and dated the painting 1821,

on the parapet before which Gouriev stands.

Vigne argues that it was largely executed in

the autumn of 1820 and that the final touches

were added early the following year.
8

Gouriev himself moved back and forth

between Rome and Florence more than once

in 1820 and 1821. In December 1820, he

wrote to Boguet from Florence, saying that

he hoped to meet Ingres the next time he

visited the Eternal City.' Boguet's previ-

ously cited letter of January 15, 1821,

indicates that Gouriev had left Florence and

returned to Rome early in the new year. In a

letter sent to his friend Jean-Francois

Gilibert on April 20, 1821, Ingres mentioned

"a portrait of a Russian nobleman that I

have just painted here."
10
The phrase sug-

gests both that Ingres had recently com-

pleted the portrait of Gouriev and that the

count was back in Florence once again."

If the drawing is by Boguet or Granet,

either one could have given it to Gouriev

in Rome. This in turn suggests that Ingres

would have brought the portrait to com-

pletion, not early in the new year as Vigne

has proposed, but some three months later,

in or around April 1821.
12

Whatever the circumstances that brought

Gouriev and Ingres together, and when-

ever Ingres completed his work, the por-

trait he painted of the Russian nobleman

is one of the haughtiest images of aristo-

cratic grandeur that he would ever create.

Just before he began it, in the autumn of

1820, Ingres had completed his portrait of

Lorenzo Bartolini (fig. 135). If the count

needed convincing of Ingres's skills as a

portraitist, this masterful canvas would

have served as an immediate and compelling

demonstration. Indeed, both paintings

invest their sitters with a sense of aristo-

cratic presence: Gouriev and Bartolini are

poised, self-possessed gentlemen who,

aware of their status and abilities, gaze

confidently at their portrayer. Though one

painting is set in an interior, the other in a

landscape, each draws on traditions of

aristocratic portraiture. The former evokes

sixteenth-century Florentine examples

such as works by Agnolo Bronzino (see

figs. 56, 174); the latter, as Robert Rosen-

blum has suggested, calls to mind British

portrait traditions, particularly the con-

temporary art of Sir Thomas Lawrence,

in which portrait and surrounding land-

scape are brought into pictorial equilib-

rium.' 3 While Bartolini is identified as an

artist and man of learning by the books

and objets d'art on the table at his side,

Gouriev's surroundings—the tempestuous

sky and dark natural forms—do not so

much reveal his interests as suggest a pas-

sionate, Romantic temperament beneath

the haughty self-possession.

As in Ingres's portraits executed with

Granet's help in Rome a decade earlier

(particularly the Granet of 1809), the sub-

ject's head rises high above the landscape

here and is detached from it by the bril-

liant white of a collar. A slash of pale blue

sky cuts diagonally into the composition

from the left, intersecting with Gouriev's

shoulders and further isolating his head

against the darker, scudding storm clouds.

A flash of light illuminates the count's

high, wide forehead and deep-set, hooded

eyes. Dominating the bottom half of the

portrait is the brilliant red silk lining of

Gouriev's cloak, which is grasped in his

left hand and which, riding low on his

shoulder, cascades down his back. An

unexpected note of color is introduced by

his orange gloves, one worn and the other

held in his right hand. As Daniel Ternois

has noted, Ingres depicts Gouriev as if he

is seen from below, a view that helps to

further invest the sitter with a sense of

monumental authority.' 4 Unlike the other

portrait sitters whom Ingres painted in

Florence, Gouriev was not a friend but

rather a stranger ofwealth and rank. While

not unsympathetic to its subject, Ingres's

portrait imparts to the Russian nobleman

an aura of distance and detachment that,

one suspects, is merely a step removed

from disdain.

Ingres probably never saw the portrait

of Gouriev again after he completed it.

However, some eighteen years later,

while he was the director of the Academie

de France in Rome, he may have been

reacquainted with the sitter. In a letter of

September 18, 1839, the painter Henri

Lehmann informed Marie d'Agoult that

Ingres was in fact painting Gouriev's por-

trait!'
5 Lehmann was certainly mistaken,

but Vigne points out that the reference

corresponds to a visit to Rome in that year

by the czarevitch of Russia, the future

Alexander II, who commissioned a reli-

gious painting from Ingres while there. He

suggests that Gouriev, experienced both

as a diplomat and a traveler, may have

accompanied the young prince on his jour-

ney and introduced him to the painter.
16

By 1839 Ingres was established as a famous

artist, held a prestigious position, and lived

in a splendid house. He and Gouriev would

presumably have met on a more equal

social footing on that occasion than in

1820, when the nobleman had first encoun-

tered the penurious painter in Florence.

C.R.

1. Biographical details come from Berezina

1983, p. 271.

2. "M. de Gourieff is in Rome. He has already

made his tour of the studios and ordered

paintings." ("M. de Gourieff est a Rome. 11

a deja parcouru des ateliers et ordonne des
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tableaux.") Boguet to Fabre, dated January

15, 1821, quoted in Lapauze 1911a, p. 214,

n. 1, and Pelissier 1896, p. 328.

3. Florence 1968, p. 155.

4. Berezina 1983, p. 271.

5. See Toussaint 1990b, pp. 20, 22, and p. 526 in

this catalogue.

6. Toussaint 1990b, p. 20

7. Ibid.; Vigne 1995b, p. 157, and p. 526 in this

catalogue.

8. Vigne 1995b, p. 322, chap. IV, n. 5.

9. The letter is quoted in Toussaint 1990b, p. 20.
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letter to his friend the Belgian painter

Francois-Joseph Navez, that Gouriev had

ignored his advice to visit Navez's Roman

studio. The letter is published in Naef 1974

("Navez"), p. 15.

10. "un portrait que je viens de peindre

d'un seigneur russe, ici." Ingres to Gilibert,

April 20, 1821, in Boyer d'Agen 1909,

p. 69.
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long letter to Gilibert, dated January 2, 1821,
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d'Agen 1909, pp. 58—66.
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Gilibert, date June 3, 1821, in Boyer d'Agen

1909, pp. 73-74.

13. Rosenblum 1967a, p. 120.

14. Ternois 1980, p. 65.

15. Quoted by Ternois in Paris 1967-68, p. 172.

16. Vigne 1995b, p. 230.
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Berezina 1964, no. 149; Saint Petersburg,

Hermitage 1966, no. 1, ill; Berezina 1967, p. 30;

Laclotte 1967, p. 194, fig. 5; Picon 1967, pp. 15,

73; Rosenblum 1967a, p. 120, pi. 30; Radius and

Camesasca 1968, no. 106, ill., pi. XXXI; Izergina

1969, pp. 16, 278, ill.; Berezina 1972, pp. 82—85,

ill.; Saint Petersburg, Hermitage 1972, pi. 41;

Saint Petersburg, Hermitage 1976, p. 303, ill.;

Berezina 1977, pp. 114— 18, ill. pp. 61, 62; Koste-

nevich 1977, nos. 12, 13; Whiteley 1977, p. 62, ill.;

Berezina 1980, no. 68, ill.; Ternois 1980, pp. 65,

92, no. 159, ill.; Berezina 1983, no. 241, ill.; Berez-

ina 1987, no. 68; Kostenevich 1987, nos. 32, 33;

Eisler 1990, p. 521, ill. p. 529; French Painting

1990, no. 18, ill; Toussaint 1990b, pp. 18-25,

Vigne 1995b, pp. 156, 230, 325, 328, fig. 130;

Roux 1996; p. 58, pi. 15
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87. Mademoiselle Jeanne-Suzanne-Catherine

Gonin, later Madame Pyrame Thomeguex

1821

Oil on canvas

30 x 23'/ in. fjS.2 x 5o. 1 cm)

Signed lower left: D. Ingres, pint. flor. 1821

[D. Ingres painted (this). Flor(ence). 1821]

The Taft Museum, Cincinnati, Ohio

Bequest ofCharles Phelps and Anna Sinton

Taft 1931.414

Wi4j

While Ingres made portrait drawings of

several members of the family of his friend

the Swiss businessman Jean-Pierre Gonin

and of the Thomeguex and Guerber

families, to whom they were related (see

cat. no. 150, figs. 141, 142), this is his only

portrait painting of a member of the Gonin

clan. Born in Geneva in 1787, Jeanne-

Suzanne-Catherine Gonin was the younger

sister of the family patriarch and lived

with her brother's family in Florence. The

portrait probably was commissioned by

Pyrame Thomeguex, Gonin's business

partner in a hatmaking factory in Fiesole,

to celebrate his betrothal to Jeanne. Ingres

would make a portrait drawing of Thome-

guex himself that same year (fig. 141). The

two married the following year at Fiesole,

when Jeanne was thirty-five years old, and

her husband, also Genevan by birth, two

years her junior. After twenty happy years

of marriage, which saw the birth oftwo

children (one ofwhom was to die at age

ten), Madame Thomeguex died in 1842,

two years before her husband.

Ingres, who himself enjoyed a long,

happy, and devoted marriage to Madeleine,

would have appreciated the promise of

happiness that animated the convivial

Jeanne Gonin as she awaited her wedding.

Like the simple and vivid portrait of his

own wife that he painted about 1814 (cat.

no. 36), though brought to a higher degree

of finish, his portrait of Jeanne is remark-

able for its qualities of candor and inti-

macy. Shown bust length, her arms folded

demurely in front of her, Jeanne faces the

viewer confidently. She is no longer in the

first bloom of youth, and her plain, broad,

but appealing features are in no way ideal-

ized; a slight smile plays across her lips

as if some pleasantry or confidence has

been exchanged. Her dress is simple, her

jewelery modest, the setting unarticulated.

Ingres employs here none of the rhetorical

devices that animate many of his more for-

mal, grandly public portraits—no enamel-

like finish, no rich display of clothing,

accessories, or surrounding objects to elab-

orate on the taste and interests of the sitter,

nor, indeed, any of those eye-catching

spatial and formal complexities ofwhich he

was the master. Rather, the intention is to

show Jeanne Gonin as she simply was.

The full, frank light that falls on the sit-

ter's face draws attention to her personal-

ity, her unique and individual presence.

Like Ingres's depiction of his wife, this is

a portrait intime (intimate portrait), meant

to please one pair of eyes alone—in this

case, those of her intended, for whom no

artifice was needed. Throughout his career,

Ingres reserved this "natural" mode of

portraiture for the depiction of friends and

loved ones, and these works are among his

most beguiling.
1

Jeanne Gonin and Madeleine Ingres

were particularly close friends, and indeed

a portrait drawing of Madeleine (cat.

no. 108) is inscribed "Madame Ingres a

sa bonne amie Madame Thomeguex"

("Madame Ingres for her good friend

Madame Thomeguex"). The artist and his

wife maintained the friendship long after

they left Florence for Paris, as they did

with all the members ofthe extended Gonin

family. They visited the Thomeguex on

their way to Rome in 1834, when Ingres

was on his way to assume his duties as

director of the Academie de France, and

again in 1841 as they were returning from

Rome to Paris. This portrait remained in

the family of the sitter for more than a cen-

tury, except for one brief period. Momen-

tarily in need offunds, Antoine Thomeguex

(see cat. no. 150), the son of Jeanne Gonin,

pawned the painting in 1896 at the Galerie

Bernheim-Jeune in Paris. There it was

acquired by no less an admirer of Ingres

than Edgar Degas. Five months later, how-

ever, Degas graciously returned the paint-

ing to the gallery when Thomeguex, who

had settled his debts, wished to redeem the

work.
2
As Georges Vigne has pointed out,

this is the only work that the artist ever

signed, for unknown reasons, "D. Ingres." 3

c. R.

1. For a discussion of Ingres's portraits intimes,

see Fleckner 1995, pp. 113—23.
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2. New York 1997-98 ([vol. 2], no. 635).

3. Vigne 1995b, p. 16.

Provenance: Pyrame Thomeguex, husband

of the sitter, until his death in 1844; Antoine

Thomeguex, son of the sitter; pawned to the

Galerie Bernheim-Jeune, Paris, 1896; acquired

from that gallery by Edgar Degas for 5,000

francs; returned to the gallery five months later,

when Antoine Thomeguex wished to reclaim it,

1896; his collection until his death in 1899; his

son, Albert Thomeguex, until his death in 1918;

his sister, Mme Paul-Gaston Pictet, nee Alice

Thomeguex; sold by her about 1923; Scott &
Fowles, New York; purchased by Charles Phelps

Taft, Cincinnati, 1924; his bequest to the Taft

Museum, 1931

Exhibitions: Paris 1867, no. 442; London

1923, no. 20 [eb]; Chicago 1933, no. 217; San

Francisco 1934, no. 112; Toronto 1935, no. 178;

Springfield, New York 1939-40, no. 25, ill.;

Cincinnati 1940; New York 1946, no. 50 [eb];

Detroit 1950a, no. 20; Omaha 1951; New York,

Manchester, Detroit, Cincinnati, Cleveland, San

Francisco 1952-53 (shown only in Cincinnati);

New Orleans 1953-54, no. 52, ill.; Chicago 1955,

no. 22, ill.; Richmond 1961, no. 74, ill.; New York

1 961, no. 31, ill.; Indianapolis 1965, no. 28, ill.;

Paris 1967-68, no. 122, ill.; Minneapolis 1969,

no. 51, ill.; Louisville, Fort Worth 1983—84,

no. 72, ill.

References: Saglio 1857, p. 77, asMlle

Gouier; Blanc 1870, p. 232, asMme Thomguet;

Delaborde 1870, no. 124, as Mademoiselle Gouin,

and no. 1 56, as Madame Thomguet; Lapauze 1901,

pp. 235, 248, as Mile Gouin; Lapauze 1911a, p. 213;

Lapauze 1923, p. 446, ill. opp. p. 446; Siple 1930,

pp. 35-39, ill. p. 25; Burroughs 1932, p. 365; Anon.,

May 1933, p. 347, ill. p. 348; Anon., September-

October 1933, ill. p. 85; Cincinnati, Taft Museum

1939, no. 104, pi. 29; Pach 1939, p. 26, ill. opp.

p. in; Waterhouse 1946, p. 155, pi. B; Alazard

1950, p. 66; Wildenstein 1954, no. 147, pi. 54;

Naef 1955 ("westschweizerischen Freunde"),

p. 18, fig. 6; Cincinnati, Taft Museum 1958,

no. 104, ill. p. 31; Birnbaum i960, pp. 103-5;

Burroughs 1966, pp. 162-72; Naef 1966

("Gonin, Thomeguex et Guerber"), pp. 153—54,

fig. 1; Laclotte 1967, p. 194; Radius and Came-

sasca 1968, no. 105, ill; Naef 1977-80, vol. 2

(1978), PP- 389, 39L 400, fig. 15; Ternois 1980,

p. 65, no. 158, ill; Taft Museum 1995, vol. 1,

pp. 234-35, ill.; Vigne 1995b, pp. 16, 154, 325,

328; New York 1997-98 ([vol. 2], no. 635, ill.)

88. Madame Jacques-Louis Leblanc, nee

Francoise Poncelle

89. Jacques-Louis Leblanc

88. MadameJacques-Louis Leblanc, nee

Francoise Poncelle

1823

Oil on canvas

47 x 3G'/
2

in. ('.19.4 x 92.J cm)

Signed and dated lower left: Ingres P. fior. 1823

[Ingres p(ainted this). Flor(ence). 1823]

The Metropolitan Museum ofArt, New York

Catharine Lorillard Wolfe Collection,

Wolfe Fund, 1918 19.77.2
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89. Jacques-Louis Leblanc

1823

Oil on canvas

47% x 37% it- C'2l x 95.6 cm)

Signed right, below center (on paper): Ingres

Pinx. [Ingres painted (this)]

The Metropolitan Museum ofArt, New York

Catharine Lorillard Wolfe Collection,

Wolfe Fund, 1918 19.77.1

Wi53

Aside from The Vow ofLouis XIII (fig. 146),

completed in 1824, the most ambitious

painting project that Ingres undertook

during his four years' residence in Florence

was the creation in 1823 of pendant por-

traits of his friends Monsieur and Madame

Jacques-Louis Leblanc. Born in Versailles

in 1774, Leblanc was the son of an official

in the royal administration; in Florence

he served Elisa Bacciochi, grand duchess

of Tuscany and sister of the emperor, as

secretary, governor of the principality of

Piombino, and assistant director of the

ducal household. His wife, the former

Francoise Poncelle, was born in Cambrai

in 1788 and had been a lady-in-waiting to

the duchess. Before their marriage in 1811,

both had lived in the Palazzo Pitti as

fixtures of the court that surrounded Elisa.

Following the collapse of the Empire in

181 5, and perhaps sensing that no compa-

rable position would be found in post-

Napoleonic France, the Leblancs chose to

remain in Florence. Leblanc worked as a

banker, and the couple, who lived in elegant

style, figured prominently in the expatriate

community, counting among their friends

the families ofboth Dr. Cosimo Andrea

Lazzerini (see cat. no. 90) and the Swiss

businessman Jean-Pierre Gonin (see cat.

no. 87). Ingres and his wife, Madeleine,

were introduced to this convivial circle

soon after their arrival in Florence in the

summer of 1820; there they found not only

patrons who supported them during their

years in the Tuscan capital but lifelong

friends as well.

Leblanc seems to have met Ingres at

the home of Gonin. Quickly showing his

generosity to the impecunious artist, the

banker commissioned Ingres to complete

for him the painting of a "Venus naissante

avec les Amours" {Birth of Venus with

Cupids), begun long before in Rome; the

picture, the Venus Anadyomene (fig. 201),

was not finished until 1848, however,

two years after Leblanc's death.
1

Nonethe-

less, Ingres was clearly flattered by the

attentions of this new patron, whom he

described in glowing terms as "a French-

man, very rich and also quite generous and

good who has adopted us, to the point of

overwhelming us with acts of politeness and

also with requests for paintings, portraits,
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Fig. 147. Studies for "Madame Leblanc"'1823.

Charcoal on paper, 13'^ x 9 in. (34 x 21.9 cm).

Musee Ingres, Montauban (867.299)

etc."
2
Ingres would go on to create not only

the painted pendant portraits of Leblanc

and his wife but portrait drawings of them

both and of their eldest living child, a son,

Felix (cat. nos. 92-94). A painted portrait

sketch of their youngest daughter, Isaure,

recorded in Ingres's Notebook X, has

recently come to light as well (fig. 144).
3

In all likelihood dating from the same

moment, it is a remarkably spontaneous

image that captures the shyness of a child

as she turns her head away from eyes that

are too inquisitive.

The earliest work in the Leblanc series

is probably the full-length portrait draw-

ing of Madame Leblanc, dated 1822, which

shows her in a day dress, standing with

arms folded, curly hair enframing her lively

face (cat. no. 92). The portrait of her hus-

band, drawn the following year on March 9,

depicts him outdoors, wearing a cloak and

top hat against the late winter chill (cat.

no. 93). Despite the different settings, the

drawings were intended to function as

pendants. The bodies of husband and wife

are inclined toward each other, and indeed

the subtle suggestion that the wider public

Fig. 148. Studies for "Madame Leblanc"

1823. Charcoal on paper, jV
s
x &V

S
in.

(19.4 x 20.7 cm). Musee Ingres, Montauban

(867.300)

world was the man's domain while the

domestic sphere was the wife's was common

in such images. Moreover, Ingres inscribed

each drawing to the other partner. The

drawing of ten-year-old Felix portrays

him in a long coat, a book clutched in his

right hand—an intimation perhaps of

his later distinguished career as a scientist

(cat. no. 94). The frank, open gaze he

turns on Ingres is full of natural intelli-

gence, and the artist responded to it

warmly, capturing subtle nuances of

expression, as he often did when his sub-

jects were clever, animated children.

The painted portraits of Monsieur and

Madame Leblanc are marvelously inter-

related. Both show figures seated at an

angle to the picture plane but turning their

heads to gaze directly at their portrayer.

Leblanc's left arm rests on a carpeted table,

with the massive, indeed pneumatic, fingers

hanging down. His right hand, which

holds open a small leather-bound book,

exhibits a tension that contrasts with the

torpor of the left. Looping down and

across his chest is a gold watch chain,

whose tighter loop at the right accentuates

the downward movement of his dangling

hand. While he is soberly dressed in black,

the striped vest that peaks through at

three points across his stomach and chest

suggests an appreciation ofmore ostenta-

tious garb. At the right, the Turkish carpet

covering the table establishes the fore-

ground plane and offers the highest note

Fig. 149. Studyfor "Madame Leblanc" 1823.

Charcoal on paper, 5'/ x 5'^ in. (13.8 x 15 cm).

Musee Ingres, Montauban (867.301)

of color in the composition; the back-

ground, however, is largely undefined, the

sitter seeming to emerge out of darkness.

As is very often the case in pendant por-

traits of a husband and wife, the woman is

the more resplendent creature. Spatial

compressions, such as Madame Leblanc's

radically foreshortened right arm, as well

as the stylization of her form—her impos-

sibly long neck, pale skin, and enormous

eyes—endow the sitter with a sense of

otherworldly mystery, flattering to an ele-

gant woman of taste but quite different

from the more prosaic presence of her hus-

band. Nonetheless, the portrait of Madame

Leblanc is subtly inflected to echo and

complement that of her spouse. She too

seems to emerge out of darkness. One of

her hands— in her case the right—also

hangs limply. Like her husband, she wears

a brilliant gold chain that loops across

her chest. Like the carpet in her husband's

portrait, the cashmere shawl draped over

her chair (and embroidered with the letter

E for Grand Duchess Elisa) establishes the

foremost plane of the picture and provides

the brightest notes of color. Like her hus-

band, Madame Leblanc is soberly dressed,

in a black gown elaborately ruched across

the bodice.

Ingres gives a bravura display here of

his mimetic skills in depicting cloth stuffs,

as he paints the transparent black gauze of

the sleeves, through which the sitter's plump

arms are visible. Through such rhyming
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Fig. 150. Studyfor "Madame Leblanc"

(Head), 1823. Graphite and red chalk on

paper, 15^ x 10'/ in. (38.4 x 26 cm).

Musee Ingres, Montauban (867.310)

forms and colors, Ingres skillfully empha-

sizes the familial and emotional bonds that

unite the couple. In this regard, Robert

Rosenblum quite rightly sees in the por-

trait of Madame Leblanc "the new mood of

bourgeois respectability that began to per-

meate Ingres's female portraiture from the

1820's on." 4 Ingres's life as well as his art

reflected such a change: in Florence he and

his wife deliberately turned away from the

bohemian circles in which colleagues such

as Lorenzo Bartolini and Francois-Xavier

Fabre moved and sought out a new coterie

of upstanding, family-minded friends like

the Leblancs and Gonins. These splendid

pendant portraits thus celebrate the artist's

growing admiration for bourgeois life and

the quieter pleasures of the domestic realm.

Ingres prepared for the portraits of the

Leblancs with a surprisingly large number

of drawings, which are now in the Musee

Ingres, Montauban. Of the three studies of

Monsieur Leblanc, two portray his crossed

legs, and the third his limp left hand

(figs. 153, 154).' Some fifteen drawings

prepare for the portrait of his wife. They

reveal that Ingres's first thought was to

depict her with Isaure (fig. 1^2), but this

idea was abandoned. Rosenblum has

located the origin ofMadame Leblanc's

pose, including the foreshortened right

arm, in Jacques-Louis David's 1799 por-

trait of Madame de Verninac (fig. 41), but

Ingres seems to have arrived at that motif

only slowly, over time. A number of

drawings show the arm resting on the

right arm of the chair, where the cashmere

shawl would later lie (figs. 147, 148).
7

Since this position more or less paralleled

the placement of the left arm, Ingres opted

for the more dynamic, visually ambiguous

solution, as seen in other drawings that

explore the foreshortening (fig. 149). In

addition, the museum at Montauban con-

tains depictions of Madame Leblanc's head

and left hand that may be full-scale student

copies (figs. 150, 151).

Not long after leaving Florence in 1 824,

Ingres wrote to Leblanc assuring him that

"my heart, my memories, my eyes and

ears are always at your home and with

you."' The Leblanc family remained in

Italy until 1832, when they returned to

Paris and soon resumed friendly relations

with Ingres and his wife. In 1833 Ingres

hoped to exhibit the portrait of Madame

Leblanc at the Salon, but it had not yet

arrived from Florence.
10 He did show it

the following year, however, along with

his monumental Martyrdom ofSaint

Symphorian (fig. 169). The reviewers were

highly critical of the latter work, and their

negative tone carried over to the portrait

as well, with particular vehemence being

devoted to the distortions of the figure;

one reviewer even called Madame Leblanc

a monster." Since that time, though, the

paintings have found ardent defenders.

Jean Alazard said of them that they were

"among the freest that [Ingres] created.""

No one was more passionate in his appre-

ciation than Edgar Degas, who in 1896

was able to acquire both portraits through

Durand-Ruel at the sale of Isaure' s col-

lection. Designating them as the very

centerpiece of the museum he planned to

establish, he kept them with him for the

rest of his days.
13 c.r.

1. Ingres mentions the painting in a letter to

Jean-Francois Gilibert of January 2, 1821;

see Boyer d'Agen 1909, p. 60 (although

Boyer d'Agen thought Ingres was referring

not to Leblanc but to Pastoret).

2. "Un Francais, tres riche et tout aussi bon et

genereux et qui nous a epouses, au point de

nous accabler de politesses et aussi de

demandes de tableaux, portraits, etc." Ibid.

3. Notebook X, fol. 24, reproduced in Vigne

1995b, p. 328. The portrait was first seen in

Fig.151. Studyfor "Madame Leblanc"

(Hand), 1823. Graphite on tracing

paper, 8</ x 7V in. (22 x 19.8 cm).

Musee Ingres, Montauban (867.304 bis)

Fig. 152. Study ofIsaure-Juliette-

Josephine Leblanc, 1823. Charcoal on

paper, 4^ x 2V in. (12.2 x 7 cm).

Musee Ingres, Montauban (867.297)
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Fig. 153. Studyfor "Jacques-Louis Leblanc"

(Hand), 1823. Charcoal on paper, 2 V x 3^ in.

(7 x 8.2 cm). Musee Ingres, Montauban

(867.309 bis)

the exhibition "Les Oublies du Caire, Ingres,

Courbet, Monet, Rodin, Gauguin . . . : Chefs-

d'oeuvre des musees du Caire" (Paris 1994-

95, no. 1, ill.). It carries an inscription dedi-

cating it to Monsieur Leblanc and bearing

the date 1832, which indicates not the time of

execution but the year when Ingres gave the

painting to his friend, who returned to live in

Paris in 1832. Two years later, Ingres made a

portrait drawing of Isaure, who was by then

Madame Jean-Henri Place, and that drawing

he also dedicated to Leblanc (N 359; Musee

Bonnat, Bayonne).

4. Rosenblum 1967a, p. 122.

5. The third study is Musee Ingres inv.

no. 867.294.

6. Rosenblum 1967a, p. 122.

7. Another such study is Musee Ingres inv.

no. 867.309.

8. Among the other drawings in this category

are Musee Ingres inv. nos. 867.302, 305,

and 306.

9. "mon coeur, ma memoire, mes yeux et

oreilles sont toujours chez vous et avec

vous." Quoted in Naef 1977—80, vol. 2

(1978), p. 446.

10. With thanks to Georges Vigne for this infor-

mation.

11. Quoted in Rosenblum 1967a, p. 122; see also

p. 504 in this catalogue.

12. "parmi les plus libres qu'il ait crees." Alazard

1950, p. 66.

13. On Degas's love of Ingres's art and of these

paintings in particular, see Ann Dumas,

"Degas and His Collection," in New York

1997-98 [vol. i],pp. 3-73.

Cat. no. 88. MadameJacques-Louis Leblanc, nee

Francoise Poncelle

Provenance: The sitter, her husband,

Jacques-Louis Leblanc (1774— 1846); his daugh-

ter, Mme Jean-Henri Place, nee Isaure-Juliette-

Fig. 154. Studyfor "Jacques-Louis Leblanc"

1823. Graphite on paper, 6V
R
x 7

1

/ in. (16.7 x

18.4 cm). Musee Ingres, Montauban (867.295)

Josephine Leblanc, Paris, 1846-1895; her posthu-

mous sale, Hotel Drouot, Paris, January 23,

1896, no. 47; purchased at that sale by Durand-

Ruel & Cie., on behalf ofEdgar Degas, for 7,500

francs; Edgar Degas, Paris, to 1917; his posthu-

mous sale, Paris, Galerie Georges Petit, March

26—27, 1918, no. 55; purchased by The Metropol-

itan Museum of Art, New York

Exhibitions: Paris (Salon) 1834, no. 999, as

Portrait defemme; Paris 1855, no. 3368, as Portrait

deMme L.B. . . . y Paris 1867, no. 98, as Portrait de

Mme Leblanc; New York 1952-53, no. 140; Paris

1967—68, no. 128, ill.; Paris, Detroit, New York

1974—75, no. no, ill.; Saint Petersburg, Moscow

1988, no. 2, ill.; New York 1988-89; New York

1997—98 ([vol. 1], pp. 3, 6, 12, 19, 26, 76, 271,

273—74, 276—80, 294, figs. 21, 352; [vol. 2J,

no. 620, ill.)

References: Anon. 1834a, letter II, pp. 19—21;

Laviron 1834; Peisse, May 3, 1834; Vergnaud

1834; Du Camp 1855, p. 82; Silvestre 1856, pp. 36,

39; Duret 1867, p. 14; Merson and Bellier de la

Chavignerie 1867, p. 109 (as painted in 1821);

Blanc 1870, pp. 33, 82-83, 2 3 2 ; Delaborde 1870,

no. 135; Anon., February 1, 1896, p. 38; Mommeja

1904, p. 71; Alexandre 1905, p. 15; Finberg 1910,

p. 45; Lapauze 1911a, pp. 212—14, 316; Burroughs

1918, p. 119; Lapauze 1918, p. 11, ill. p. 10; Anon.,

November 1919, p. 15, ill. p. 16; Burroughs 1919a,

pp. 133-34, ill- p- 135; Zabel 1930, pp. 374-75,

ill. p. 376; Pach 1939, pp. 51, 52, ill. opp. p. 115;

Lemoisne 1946, p. 175, ill. opp. p. 176, fig. a;

Alazard 1950, pp. 66, 148, n. 31, pi. L; Rousseau

1954, p. 6; Wildenstein 1954, no. 152, pis. 58, 60, 61;

Schlenoff 1956, p. 140; Canaday 1957, pp. 43—44,

46, 48, 49, ill.; Halevy i960, pp. 97—98; Naef

("Familie Leblanc") 1966, pp. 121—34, fig. 4;

Sterling and Salinger 1966, pp. 10—n, ill. p. 9;

Laclotte 1967, p. 194; Rosenblum 1967a, p. 122,

pl. 31; Radius and Camesasca 1968, no. 109, ill.,

pi. XXXII; Wichmann 1968, pp. 117, 129; Naef

1970 ("Unpublished Letter"), pp. 179, 183, ill.

p. 178; Russoli and Minervino 1970, under

no. 224; Clark 1971, p. 359, fig. 5; Huyghe 1976,

p. 463; Naef 1976 ("Degas et Leblanc"), pp. n-14,

ill.; Reff 1976, pp. 54, 88-89; Reff 1977, p. 49,

fig. 94; Naef 1977-80, vol. 2 (1978), p. 438, ill.,

fig. 1; Baetjer 1980, vol. 1, p. 89, vol. 3, ill. p. 545;

Picon 1980, pp. 98, 143; Ternois 1980, pp. 65, 94,

no. 163, ill.; Yard 1981, pp. 139, 143, n. 26, ill.

p. 138; Paris, Ottawa, New York 1988-89,

p. 491, fig. 280; Madoff 1989, p. 106, ill. p. 105;

Zurich, Tubingen 1994-95, p. 97; Baetjer 1995,

p. 401, ill; Bailey 1995, p. 685; Vigne 1995b,

pp. 157, 160, 197, 325, 328, fig. 133; Kimmelman

1996, pp. Ci, C25, ill.; Roux 1996, p. 59, pl. 16

Cat. no. 89. Jacques-Louis Leblanc

Provenance: The sitter; his daughter Mme
Jean-Henri Place, nee Isaure-Juliette-Josephine

Leblanc, Paris, 1846— 1895; her posthumous sale,

Hotel Drouot, Paris, January 23, 1896, no. 48;

purchased at that sale by Durand-Ruel & Cie.,

on behalf of Edgar Degas, for 3,500 francs; Edgar

Degas, Paris, to 1917; his posthumous sale,

Galerie Georges Petit, Paris, March 26-27, 1918,

no. 54; purchased by The Metropolitan Museum

of Art, New York

Exhibitions: Minneapolis 1952; Paris 1967—

68, no. 127, ill.; New York 1988-89; New York

1997—98 ([vol. 1], pp. 3, 6, 12, 19, 26, 76, 271,

273—74, 276—80, 294, fig. 22; [vol. 2], no. 619, ill.)

References: Silvestre 1856, p. 36; Merson

and Bellier de la Chavignerie 1867, p. 109 (as

painted in 1821); Blanc 1870, pp. 82—83, 2 3 2 i

Delaborde 1870, no. 134; Anon., February 1,

1896, p. 38; Mommeja 1904, p. 71; Alexandre

1905, p. 15; Finberg 1910, p. 45; Lapauze 1911a,

pp. 212—14; Burroughs 1918, p. 119; Lapauze

1918, p. 11, ill.; Anon., November 1919, p. 15, ill.

p. 17; Burroughs 1919a, pp. 133-34; Zabel 1930,

PP- 374-75, i»- P- 377; Pach 1939, PP- $h 5
2

5

Lemoisne 1946, p. 175, ill. opp. p. 176, fig. d;

Alazard 1950, pp. 66, 148, n. 31; Rousseau 1954,

p. 6; Wildenstein 1954, no. 153, pl. 59; Halevy

i960, pp. 97-98; Naef 1966 ("Familie Leblanc"),

pp. 121-34, fig. 5; Sterling and Salinger 1966,

pp. 9—10, ill.; Laclotte 1967, p. 194; Rosenblum

1967a, p. 124, pl. 32; Radius and Camesasca 1968,

no. 110, ill.; Wichmann 1968, p. 117; Naef 1970

("Unpublished Letter"), pp. 179, 183, ill. p. 178;

Naef 1976 ("Degas et Leblanc"), pp. n-14, ill.;

Reff 1976, pp. 54, 88-89; Naef 1977-80, vol. 2

(1978), p. 438, ill. p. 439, fig. 2; Baetjer 1980,

vol. 1, p. 89, vol. 3, ill. p. 545; Picon 1980, p. 143;

Ternois 1980, pp. 65, 94, no. 164, ill., p. 95;

Paris, Ottawa, New York 1988-89, p. 491,

fig. 279; Madoff 1989, p. 106; Zurich, Tubingen

1994-95, p. 97; Baetjer 1995, p. 401, ill.; Bailey

1995, p. 685; Vigne 1995b, pp. 157, 325, 328,

fig. 132
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INDEPENDENT PORTRAIT
DRAWINGS, 1820-1824

90. The Cosimo Andrea Lazzerini Family

1S22

Graphite

iz'^x 8'// in. (28.j x 20.8 cm)

Signed and dated lower right: Ingres a Monsieur

Lazzerini / florence 1822. [Ingres for Monsieur

Lazzerini / Florence 1822.]

At lower left, the Musee du Louvre, Paris,

collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 1061

London only

N264

Cosimo Andrea Lazzerini was born in

1785 in Treggiaia, a small hamlet in the

municipality of Palaia, between Pisa and

Empoli. His parents appear to have been

well connected, even though they lived in

such an out-of-the-way village. They

may even have been well-to-do, for when

their son married at twenty-four he was

described as a landowner,
1

and it is unlikely

that he could have acquired significant

property on his own while still so young.

His bride, three years younger than he, was

a young woman from Paris whose parents

had sent the necessary documents but did

not attend the ceremony. At that time

Florence was ruled by Napoleon's sister

Elisa Bacciochi, and it is quite possible that

Marguerite-Lucile-Antoinette Gervais

L'Hoest had been one of her ladies-in-

waiting. The couple's first child, born three

months after their wedding, was given the

name Elisa,
2
possibly in an effort to placate

the grand duchess for having introduced

a minor scandal into her household.

Madame Lazzerini bore two more

daughters and a son over the next few

years, but by the time her fifth and last

child was born, in 1820, 3 the older ones

had died.
4 This last daughter, Carolina, is

doubtless the child who looks out at the

world with such eagerness in Ingres's

portrait drawing.

Ingres moved to Florence in 1820, and

immediately after his arrival he consulted

Dr. Louis Foureau de Beauregard, who may

have introduced him to Lazzerini, who was

also a physician. Another connection was the

merchant Jean-Pierre Gonin, with whose

large family Ingres became acquainted the

following year (see cat. nos. 87, 150). When

Gonin's sister married Pyrame Thomeguex

in 1822, Lazzerini was among the witnesses

to the ceremony. 5 In those years Lazzerini

must already have enjoyed considerable

stature, both socially and professionally,

for since 1819 he had been a professor of

medicine as well as a practicing physician.

He died in Florence in 1841, leaving a

sizable fortune. His wife survived him, but

within a year she disappears from public

documents. Possibly she died shortly after-

ward or returned to France as a widow.

At only fifteen Carolina married Baron

Hector de Garriod, from Chambery.
6

Garriod, then thirty-two, had studied law

but never practiced. Instead, he devoted

himself to art as a connoisseur and collec-

tor. He published several essays on paint-

ing, and at his death in 1886 he left more

than four hundred works of art to the

museum in his native town. He was also

an art dealer, for about i860 we find him

engaged in buying up paintings for the

galleries of the kings of Holland and

Sardinia.
7 Carolina died in 186 1 at the

age of forty.

A detail of this drawing, showing

Cosimo Lazzerini alone, was engraved

by Fortune de Fournier in 1829, and in

the twentieth century Jean Coraboeuf

engraved it unaltered (Salon 1906).

H.N.

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 115 (pp. 419—23).

1. "possidente"; marriage register, Archivio di

Stato, Florence.

2. Birth register, Archivio di Stato, Florence.

3. Baptismal register, Santa Maria del Fiore,

Florence.

4. According to the records of the congregation

of Ognissanti, the family of three lived on

the Via Garofano from 1820 to 1822.

5. Copy of the Jeanne Gonin—Pyrame

Thomeguex marriage certificate, dated

May 9, 1822, Municipal Archives, Geneva.

6. San Michele Visidomini, Matrimoni, Denuncie.

7. Fleming 1973, p. 7, n. 34.

Provenance: Cosimo Andrea Lazzerini

(1785— 1841); probably his widow, nee Marguerite-

Lucile-Antoinette Gervais L'Hoest; presumably

their daughter, Mme Hector de Garriod, nee

Carolina Lazzerini (1820— 1861, Florence); prob-

ably her widower, Hector de Garriod, Florence,

until 1883; purchased from the art expert J. Feral

for 1,500 francs by the Musee du Louvre, Paris,

December 1880

Exhibitions: Brussels 1936, no. 11; Vienna

1950b, no. 149; London 1952, no. 92; Montauban
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1967, no. 73; Paris 1967—68, no. 124, ill.;

Darmstadt 1972, no. 54, ill.

References: Blanc 1870, p. 245 (discussed

on the basis of the engraving by Fortune de

Fournier); Delaborde 1870, no. 344 (catalogued

on the basis of the engraving by Fournier);

Gatteaux 1873 (2nd ser.), no. 109, ill.; Anon.,

August 6, 1881, p. 218; Chennevieres 1882-83,

p. [71]; Chennevieres 1884, pp. 61-62; Both

de Tauzia 1888, no. 2127; Chennevieres 1889,

p. 59; Paris, Musee du Louvre 1900, no. 2127;

Lapauze 1901, p. 111 (discussed on the basis of the

engraving by Fournier, p. 266); Chennevieres

1903, p. 136, ill. p. 131; Lapauze 1903, no. 49, ill.;

Alexandre 1905, pi. 22; Guiffrey and Marcel 1911,

no. 5050, ill. p. 1; Lapauze 1911a, p. 213, ill. p. 221;

Maraini 1924, p. 64, ill. p. 65, as Famiglia Gaspe-

rini; Boyer d'Agen 1926, p. 15, n. 1; Dessins de

Jean-Dominique Ingres 1926, p. [7], pi. 14; Martine

1926, no. 16, ill.; Hourticq 1928, ill. on pi. 57;

Waldemar George 1929, p. 33, fig. 10; Courthion

1947-48, vol. 2, ill. opp. p. 108; Alazard 1950,

p. 66, n. 32, p. 148; Ternois 1959a, preceding and

under no. 98; Naef 1966 ("Gonin, Thomeguex et

Guerber"), p. 124; Naef 1966 ("Lazzerini"),

pp. 77-84, pi. 64 (sitters identified); Serullaz

1967, p. 212; Paisse 1968, pp. 17, 20-21; Naef 1974

("Navez"), p. 14; Delpierre 1975, p. 24; Naef

1977-80, vol. 5 (1980), pp. 32-33, no. 264, ill.
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91. Self-Portrait

1822

Graphite

7%x 6 1/
4

in. (20 x i5.g cm)

Signed bottom center: Ingres a Son ami

Monsieur Marcotte. [Ingres for his

friend Monsieur Marcotte.]

Dated lower right: florence 1822.

National Gallery ofArt, Washington, D.C.

Collection ofMr. andMrs. Paul Mellon

iS95.4y.Si

New York and Washington only

N26S

Ingres was not especially intrigued by his

own image. He portrayed himself only

rarely—in most instances at the request of

others—and none of the resulting works

offers particularly profound insights into

his personality. Aside from two sketches

related to painted portraits of himself, one

of uncertain date (cat. no. 12) related to

the Self-Portrait of 1804 (fig. 209) and the

other (Ecole des Beaux-Arts, Paris) done

in connection with the Self-Portrait of 1858

(cat. no. 148), there are only three known

self-portrait drawings.

The first was this one, done in Florence

in 1822. Ingres's good friend Charles

Marcotte in Paris had asked him for a self-

portrait to add to the small collection of

Ingres drawings—of himself and of his

colleagues Charles-Joseph-Laurent Cordier

(N 76) and Hippolyte-Francois Devillers

(N 77)—that he had commissioned in

Rome some eleven years before. Even for

Marcotte, the artist was somewhat reluc-

tant to undertake such a task, and he put it

off. In a letter to Marcotte sent in July

1822 Ingres assured his friend that he was

enclosing the requested drawing," but

apparently he failed to do so. He finally

executed the work in the last days of the

year and sent if off in January 1823.
2 A

tracing of a detail of this drawing was

found in the artist's collection after his

death (Musee Ingres, Montauban). 3

The next pencil likeness is the simple

sketch of himself that Ingres added, seem-

ingly as a lighthearted afterthought, to a

portrait drawing of his wife, Madeleine

(cat. no. 109), in 1830. That work was

made as a memento for the couple's good

friends the Taurels, then living in Amster-

dam. Charming as it is, the likeness is by

no means a full-fledged self-portrait.

The last work to qualify as such is a draw-

ing made in Rome in 1835, shortly after

Ingres had assumed the directorship of the

Academie de France (cat. no. 111). He had

always enjoyed presenting pupils he cared

for with samples of his art, and now, with

so many younger artists under his tutelage,

he hit upon the idea of having his friend

Luigi Calamatta make an engraving from a

self-portrait for that purpose. He must

have sent the drawing to Calamatta in

Paris as soon as he finished it, but it was

some three years before he received a trial

impression of the corresponding engrav-

ing, which was published in 1839. In 1855

Charles-Philippe-Auguste Carey pro-

duced another engraving of this self-

portrait of the artist in his middle age.

One other self-portrait drawing we

know the artist made has apparently been

lost. Ingres enclosed it in a letter of

August 7, 1813, to Madeleine Chapelle,

back in France, by way of introducing

himself as a suitor for her hand. Three

weeks later Madeleine referred to it in a

letter to her half sister in Chalons-sur-

Marne.4 Ingres's pupil Amaury-Duval also

mentions it in an anecdote about the artist

and his wife shortly after they had settled

into the Villa Medici. At a party in 1835,

Ingres brought up the subject of their

unusual courtship:

"It's true, gentlemen, I didn't know

her. . . . She was sent to me from France,"

he said, laughing. "And she didn't know

me, either . . . that is ... I had sent her a

little sketch I'd done of myself . . .

"

"And which was, in fact, quite flattering

to yourself," Madame Ingres said, without

lifting her head from her knitting.

You can imagine our laughter, in which

M. Ingres joined with enthusiasm.'

H.N.

For the author's complete text, see Naef

1977—80, vol. 3 (1979), chap. 151 (pp. 203—7).

1. Ingres to Marcotte, July 25, 1822, quoted

in Naef 1977—80, vol. 3 (1979), p. 204; in

Ternois 1999, letter no. 7.

2. Ingres to Marcotte, January 15 [1823], quoted

in Naef 1977-80, vol. 3 (1979), pp. 204-5;

in Ternois 1999, letter no. 8.

3. Inv. 867.268; Ternois 1959a, no. 74, ill.

4. Madeleine Chapelle to Marie Borel,

August 30, 1813, quoted in Lapauze 1901,

p. 107, n. 1; reprinted in Naef 1977—80,

vol. 3 (1979), p. 207.

5. Amaury-Duval 1878, p. 177; reprinted in

Naef 1977—80, vol. 3 (1979), p. 207.

Provenance: Charles-Marie-Jean-Baptiste

Marcotte (1773-1864), Paris; Joseph Marcotte,

his son (1831-1893), Paris; his widow, nee Paule
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Aguillon, until 1922; her daughter, Mme Marcel

Pougin de la Maisonneuve, nee Elisabeth Mar-

cotte, until 1939; given by her into the care of

Mme Xavier de la Maisonneuve, nee Yolande de

Beauregard, later Mme Francois de Calmels-

Puntis; her family until at least 1963; purchased

in 1963 from the Galerie Hector Brame, Paris,

by Paul Mellon; Mr. and Mrs. Paul Mellon,

Upperville, Va.; their gift to the National Gallery

of Art, Washington, D.C., 1995

Exhibitions: Paris 1867, no. 359; London

1878-79, no. 686 [eb]

References: Blanc 1870, p. 237; Delaborde

1870, no. 332; Jouin 1888, p. 95; Lapauze 1903,

no. 41, ill.; Lapauze 1911a, ill. p. 217; Lapauze

1913, pp. 1073, 1074—75; Boyer d'Agen 1926,

p. XV, n. 1; Ingres 1947, ill. opp. p. 56; Ternois

1959a, under no. 74; Angrand 1967, pi. Ill; Naef

1971 ("Doktor Martinet"), p. 19, ill.; Naef 1972

("Ingres Royiste"), ill. p. 25; Naef 1977-80,

vol.
5 (1980), pp. 34—35, no. 265, ill.; Ingres 1994,

ill. opp. p. 8
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92. Madame Jacques-Louis Leblanc, nee

Francoise Poncelle

1822

Graphite and watercolor

17%* I3%in- (45-3 xjScm)

Signed lower left: J. Ingres Delineavit
[J. Ingres

drew (this)]

Dated lower right: a Monsieur Leblanc 1822.

florence.

At lower right, the Leon Bonnat andMusee du

Louvre, Paris, collection stamps (Lugt IJ14,

Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 564J

New York only

N268

This drawing is discussed under cat.

nos. 88, 89.

Provenance: Jacques-Louis Leblanc (1774-

1846); his daughter Mme Jean-Henri Place, nee

Isaure-Juliette-Josephine Leblanc, Paris; pur-

chased, presumably from her, by Leon Bonnat

(1883-1922) in 1890,* together with a drawing of

Jacques-Louis Leblanc (cat. no. 93), for 10,000

francs the pair; his bequest to the Musee du Lou-

vre, Paris, 1922

Exhibitions: Paris 1891, no. 478 [eb]; Paris

1900a, no. 1075; London 1908, no. 513; Paris 1911,

no. 117; Paris 1921, no. 230; Paris 1935a, no. 88

[eb]; Brussels 1936-37, no. 73; Zurich 1937,

no. 210; Montauban 1967, no. 75; Paris 1967-68,

no. 125, ill.

References: Blanc 1870, p. 245 (discussed on

the basis of a Fortune de Fournier engraving,

under the mistaken impression that the engraving

was based on Ingres's painted portrait ofMme
Leblanc [cat. no. 88]); Delaborde 1870, no. 346;

Anon., February 1, 1896, p. 38; Lapauze 1901,

p. 267 (discussed on the basis of the engraving);

Les Maitres du dessin 1901, pi. LXXV; Lapauze

1903, pp. 23, 33, no. 52, ill.; Alexandre 1905,

pi. 15; Mommeja 1905a, preceding no. 557; Dumas

1908, p. 148, ill. p. 150; Lapauze 1911a, p. 213;

Guiffrey 1923, p. 220; Dessins deJean-Dominique

Ingres 1926, p. [7], pi. 15; Martine 1926, no. 20,

ill; Zabel 1929, p. 115, ill. p. 109; Paris 1934c,

p. 63, no. 25; Alazard 1942, no. 8, ill.; Courthion

1947-48, vol. 2, ill. opp. p. 101; Alazard 1950,

p. 66 (erroneously as in the Musee Bonnat,

Bayonne); Labrouche 1950, pi. 5; Wildenstein

1954, pi. 63; Ternois 1959a, preceding no. 99;

Naef 1966 ("Familie Leblanc"), pp. 121-34,

fig. 3; Sterling and Salinger 1966, p. 10; Naef 1970

("Unpublished Letter"), p. 179, fig. 3, p. 178;

Clark 1971, p. 365, n. 2; Delpierre 1975, p. 22;

Naef 1976 ("Degas et Leblanc"), pp. 13, 14, n. 15;

Naef 1977-80, vol. 2 (1978), pp. 438-48, vol. 5

(1980), pp. 40-41, no. 268, ill.; Mraz 1983, p. 47,

fig. 40

*Bonnat recorded the drawing in his handwritten

list of purchases, fol. iov, Musee du Louvre,

Paris.
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93- Jacques-Louis Leblanc

March g, 1823

Graphite

18 x 14 in. (45.J x 35.5 cm)

Signed lower left: Ingres Del. / a Madame

Leblanc [Ingres drew (this) / for Madame

Leblanc]

Dated lower right: florence 9 mars / 1823.

[Florence March 9 / 1823.]

At lower right, the Leon Bonnat andMusee du

Louvre, Paris, collection stamps (Lugt IJ14,

Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF S642

New York only

N2y8

This drawing is discussed under cat.

nos. 88, 89.

Provenance: Mme Jacques-Louis Leblanc,

nee Francoise Poncelle (1788-1839), Paris;

Jacques-Louis Leblanc (1774—1846); their

daughter Mme Jean-Henri Place, nee Isaure-

Juliette-Josephine Leblanc, Paris; purchased,

presumably from her, by Leon Bonnat in 1890,*

together with a drawing of Mme Jacques-Louis

Leblanc (cat. no. 92), for 10,000 francs the pair;

his bequest to the Musee du Louvre, Paris, 1922

Exhibitions: Paris 1891, no. 477 (if this

drawing and not N 277 is meant); Paris 1900a,

no. 1077 (if this drawing and not N 277 is meant);

London 1908, no. 512; Paris 1911, no. 119, ill. opp.

p. 48; Paris 1921, no. 94 (with incorrectly repro-

duced signature); London 1932, no. 859; Brussels

1936, no. 12, ill.; Paris 1937, no. 671; Montauban

1967, no. 74; Paris 1967-68, no. 126, ill.

References: Anon., February 1, 1896, p. 38;

LesMaitres du dessin 1901, pi. LXXXIV; Lapauze

1903, p. 23, no. 50, ill.; Mommeja 1904, ill. p. 77;

Alexandre 1905, pi. 16; Mommeja 1905a, pre-

ceding no. 557; Masters in Art 1906, p. 25 [277],

pi. Ill; Dumas 1908, p. 148, ill. p. 151; Lapauze

1911a, p. 213, ill. p. 219; Saunier 1911, p. 23;

Benedite 1921, ill. p. 337; Anon., February 15,

1923, ill. p. 39; Guiffrey 1923, p. 220; Frohlich-

Bum 1924, p. 16, pi. 32; Fischel and Boehn 1925b,

ill. p. 22; Boyer d'Agen 1926, p. XV, n. 1; Dessins

* Bonnat recorded the drawing in his handwritten

list of purchases, fol. iov, Musee du Louvre,

Paris.
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deJean-Dominique Ingres 1926, p. [7], pi. 16; Mar-

tine 1926, no. 19, ill.; Hourticq 1928, ill. on pi. 57;

Zabel 1929, ill. p. 108; French Art 1933, no. 867,

ill. on pi. 186; Paris 1934c, p. 63, no. 26; Alazard

1942, no. 7, ill.; Malingue 1943, ill. p. 96; Mathey

1945, p. 12, ill.; Courthion 1947—48, vol. 2, ill.

opp. p. 100; Bertram 1949, pi. XXIII; Jourdain

1949, fig. 55; Alazard 1950, p. 66; Labrouche

1950, pi. 4; Wildenstein 1954, pi. 62; Schramm

1958, ill. p. ri; Heise 1959, p. 76, fig. 58; Ternois

1959a, preceding no. 99; Naef 1966 ("Familie

Leblanc"), pp. 121—34, fig. 2, p. 124 (sitter identi-

fied); Serullaz et al. 1966, no. 31, ill.; Sterling and

Salinger 1966, p. 9; Serullaz 1967, p. 212; Cohn

1969, p. 17; Naef 1970 ("Unpublished Letter"),

p. 179, fig. 4, p. 178; Clark 1971, p. 365, n. 2;

Clark 1973, pp. 123—24; Delpierre 1975, p. 22;

Naef 1976 ("Degas et Leblanc"), pp. 13, 14, n. 15

Naef 1977—80, vol. 2 (1978), pp. 438—48, vol.
5

(1980), pp. 56—58, no. 278, ill.; Mraz 1983, p. 47,

fig. 41; Vigne 1995b, p. 157, fig. 131

2823

Graphite

i5
3^x n 3/

8
in. (39.2x28.9 cm)

Signed and dated lower left: Ingres Del. a

Monsieur Leblanc. flor. 1823 [Ingres drew

(this) for Monsieur Leblanc. Flor(ence) 1823]

At lower right, the Musee du Louvre, Paris,

collection stamp (Lugt 1886a)

At lower left, the Musee du Louvre, Paris,

inventory number

Musee du Louvre, Paris

Departement des Arts Graphiques RF 29485

New York only

94. Felix Leblanc

This drawing is discussed under cat.

nos. 88, 89.

Provenance: Jacques-Louis Leblanc

(1774—1846); probably his son, Felix Leblanc

(1813-1886), Paris; Albert Goupil, Paris, by

1884 at the latest; his auction, Hotel Drouot,

Paris, April 23-27, 1888, no. 338; purchased

at that sale for 2,500 francs by Paul Mathey

(1844— 1929); Princessede Polignacby 191 1 at

the latest; her bequest to the Musee du Louvre,

Paris, 1945

Exhibitions: Paris 1884, no. 394; Paris 1911

no. 123; Paris 1921, no. 95; Paris 1945, no. 173;

Paris 1957c, no. 35; Paris 1967—68, no. 129, ill.

References: Molinier 1885, p. 338; Baker

1913, p. 193; Ternois 1959a, preceding no. 99;

Naef 1966 ("Familie Leblanc"), pp. 121-34,

fig. 7, p. 129 (sitter identified); Naef 1970

("Unpublished Letter"), p. 179, fig. 5, p. 178;

Delpierre 1975, p. 23; Naef 1976 ("Degas et

Leblanc"), p. 14, n. 15; Naef 1977—80, vol.
5

(1980), pp. 58—59, no. 279, ill.

N279

•
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95- Jean-Francois-Antoine Forest

1823

Graphite

iz
7/
l6
x B3^in. (31.6x22.3 cm), framed

Signed and dated lower right: Ingres Firense

1823 [Ingres Florence 1823]

Ashmolean Museum, Oxford

The Visitors ofthe Ashmolean Museum, Oxford

1936.223

London only

N280

Despite its inaccuracies, the inscription on

the old frame of this drawing made it pos-

sible to identify its subject as Jean-Francois-

Antoine Forest.' The work was not exe-

cuted in Rome as the inscription claims,

but rather in Florence, just as Ingres indi-

cated at the time he signed and dated it.

The artist had already been in the Tuscan

capital for three years by the time he met

Forest. Nor was the touring architect named

Alexandre; whoever penned the inscription

apparently confused him with his father.

Finally, the doctor referred to as Forest's

father-in-law was named Mermet, not

Mormet. From the few documents so far

discovered, it is possible to construct the

following brief biography.

Jean-Francois-Antoine Forest was born

in Lyons in 1789, the son of the silk dyer

Alexandre Forest.
2 He spent much of the

year 1823 in Italy, for he called at the

French Embassy in Rome to have visas

stamped in his passport on January 13,

April 10, and October 17.
1

In 1825 he mar-

ried Louise-Pulcherie, daughter of the

physician Joseph Mermet.4 In the following

1 8 2 o — 1 8 2 4 269



year the couple had a son, Alexandre-

Cephas, who died, only six months old, in

January 1827.' The boy's young mother

died less than three months later. Forest

did not have long to grieve; he died in

Lyons in 1831.

Forest's early death sufficiently explains

why no works of his are known. That he

was indeed an architect is confirmed by

Ingres's drawing, in which he is pictured

holding a large sketchbook and a pencil.

How artist and subject might have met is

unknown. Possibly Ingres was recom-

mended to Forest by the Lyonnais archi-

tect Antoine-Marie Chenavard, whose

portrait Ingres had produced in 1818

(N 229; location unknown) and who at

some point designed the Forest family

tomb. It is also possible that one of the

two merchants from Lyons portrayed by

Ingres in 1815—Jean-Joseph Fournier and

Joseph-Antoine de Nogent
6—had put him

in touch with the artist who would lend

him an immortality he was not permitted

to achieve on his own.

Forest's portrait is drawn on the reverse

of a lithograph by L. Ridolfi.

H.N.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 120 (pp. 455—57).

1. The inscription reads, according to K. T.

Parker (1938): "Alexandre Forest de Lyon /

architecte gendre de M. Mormet (?) / Doc-

teur Medecin / Dessine a Rome en 1823 /

par Me Ingres / Son ami / le portrait signe

par Ingres" ("Alexandre Forest from Lyons

/ architect son-in-law of M. Mormet [?] /

Doctor of Medicine / Drawn in Rome in

1823 / by Me Ingres / his friend / the por-

trait [is] signed by Ingres").

2. Birth certificate, Archives du Rhone, Lyons.

3. Register of visas, French embassy to the

Holy See, IV, 187/652, 1487/652, 2054/652.

4. Marriage certificate, Archives du Rhone,

Lyons.

5. The child's death date, like those of his par-

ents, is taken from inscriptions on the Forest

family tomb. See Pericaud 1834, pp. 122-23.

6. The artist's portrait ofFournier (N 148) is

a drawing in a private collection. His like-

ness of Nogent is a painting (W 106), now

in the Fogg Art Museum, Cambridge,

Massachusetts.

Provenance: Presumably Jean-Francois-

Antoine Forest (1789-1831); by 1926, Galerie

Andre Weil, Paris;* purchased for 540 pounds

sterling from that gallery by the National Art-

Collections Fund, London, and given to the

Ashmolean Museum, Oxford, 1936

Exhibitions: London 1965b, no. 38, as

Portrait ofa Man; Paris 1967-68, no. 130, ill.

(sitter identified); London 1972, no. 667; New
Brunswick, Cleveland 1982-83, no. 97, ill.;

Tokyo 1992, no. 5, ill.

References: London, National Art-

Collections Fund 1937, p. 31, no. 1010, ill. p. 30,

as Alexandre Forest; Parker 1937, p. 26, pi. VIII

opp. p. 28, as Alexandre Forest; Parker 1938,

no. 594, pi. XCIX; Oxford, Ashmolean Museum

n.d., p. [3], fig. 25; Naef 1974 ("Ingres-Modelle"),

pp. 66-70, fig. 4 (sitter identified); Delpierre

1975, p. 23; Oxford, Ashmolean Museum 1979,

p. 9, ill; Naef 1977-80, vol. 5 (1980), pp. 60-61,

no. 280, ill.

*Andre Weil said he purchased the drawing from

an art broker in Paris who had acquired it from

another dealer; Weil to National Art-Collections

Fund, London, October 26, 1936.

96. Madame Jean-Auguste-Dominique

Ingres, nee Madeleine Chapelle

ca. 1824

Graphite

6 1/gX4 7/
s

in. (i5.6 x 12.5 cm)

Signed lower left: Ingres

—

At lower right, the Ecole des Beaux-Arts, Paris,

collection stamp (Lugt 829)

Ecole Nationale Superieure des Beaux-Arts, Paris

EBA m96
Washington only

N283

This drawing is discussed under cat. no. 36.

Provenance: Alfred Armand, Paris, until

1888; his nephew Prosper Valton; his widow;

given by her to the Ecole des Beaux-Arts,

Paris, 1908

Exhibitions: Paris 1913, no. 357; Paris 1921,

no. 79; Paris 1934b, no. 142; Brussels 1936, no. 33,

ill.; Zurich 1937, no. 221 [eb], as Madame Ingres,

nee Ramel, "after 1852"; Paris i946d; Paris 1949b,

no. 231; Paris 1949c, no. 23; Montauban 1967,

no. 77; Florence 1968, no. 42, ill.; Rome 1968,

no. 102 ("executed in Florence about 1820—24"),

ill; Paris, Malibu; Hamburg 1981-82, no. 126;

Paris 1992; Mexico City 1994, no. 75

References: Gatteaux 1873 (2nd ser.),

no. 117, ill., as Portrait (erroneously as in the

collection of the Musee du Louvre, Paris);

Lapauze 1911a, ill. p. 490, as Mme Ingres, nee

Ramel; Lavallee 1917, p. 430, n. 4; Amaury-

Duval 1924, ill. opp. p. 32; Martine 1926, no. 24,

ill.; Hugon 1942, p. 310, n. 10; Cassou 1947,

pi. 7; Naef 1977-80, vol. 5 (1980), pp. 66-67,

no. 283, ill.; Brugerolles 1984, no. 408, ill.
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PARIS, 1824-1834
Andrew Carrington Shelton

Few
artists undergo the kind of dramatic career

transformation that Ingres experienced at the end

of 1824. Within the span of a few short weeks in

November, he went from being one of the most

maligned artists of his generation to one of the most cele-

brated. The catalyst for this sudden reversal of fortune

was the appearance at the Salon of The Vow ofLouis XIII

(fig. 146), a monumental religious painting that had been

commissioned by the state to hang in the cathedral of the

artist's native town, Montauban. As one of several dozen

provincial commissions meted out by the government to

struggling artists each year, the Vow was hardly a plum

assignment.
1

Ingres, who could scarcely afford to be dis-

criminating when it came to opportunities for employ-

ment, resolved to make the most of the situation and seems

even to have come to look upon the commission as his

last chance to salvage a faltering career. He slaved over the

work for four long years in Florence, painting and repaint-

ing it, hesitating over every aspect of the composition

from the general outline of the subject to the costumes

and poses of the figures.
2
Just how much stock Ingres put

in the project is further suggested by his decision to

accompany the Vow—the first monumental history paint-

ing by his hand ever to appear at the Salon—to Paris.

The welcome Ingres and his new production received

in the capital was overwhelming, as a feverish letter that

the artist penned to his oldest and dearest friend, Jean-

Francois Gilibert (fig. 161), makes clear:

I cannot begin to tell you how flattering and honorable

the welcome I've received here has been, and what a

prominent place I've been assigned. The true believers

say that this painting, which is entirely Italian, has arrived

just in time to put an end to poor taste ["le mauvais

gout"]. The name of Raphael (unworthy as I might

be) is mentioned in the same breath as mine. They say

that I took inspiration from him without in any way

copying him, but rather was imbued with his spirit.

The praise came first from the mouths of the most

important masters, Gerard, Girodet (him especially),

Gros, Dupaty, and finally from everybody. I'm being

congratulated on all sides, loved and honored much

more than I ever expected, believe me. 3

In this enthusiastic (and rather charmingly immodest)

report, Ingres perfectly assesses the new enthusiasm for his

work: The Vow ofLouis XIII was hailed in Paris both as the

creation of a latter-day Raphael and as a much-needed

antidote to the growing threat of Romanticism—what

the artist alludes to rather obliquely as "le mauvais gout."

And indeed, in this painting, Ingres seems to have

made a concerted effort to turn over a new leaf. Gone, or

at least radically attenuated, are the formal oddities and

stylistic mannerisms that had provoked so much contro-

versy early on in his career: the pale, almost colorless

palette; the compressed spaces and contorted, distorted

bodies; the affected archaisms that had prompted critics

to denigrate his works as "Gothic." 4 By 1824 Ingres

had decided to cast his lot with an officially sanctioned

master, shamelessly appropriating—some would say

plagiarizing—Raphael's decidedly more normative,

generically classicizing style. And for once in his life,

Ingres's timing was perfect. However belated the execu-

tion of the Vow might have been in terms of his own per-

sonal development (he was forty-four years old at the

time of his first unambiguous Salon success), within the

broader context of the history of the contemporary school,

such a painting could not have come at a more opportune

moment. Ingres arrived on the scene just as the battle

between the rearguard classicists and the emerging gen-

eration of Romantics was reaching a fever pitch. As

Ingres himself clearly recognized, his painting was

quickly co-opted into the depleted arsenal of the tradi-

tionalists—the established artists and their allies in the

administration—who did not hesitate to reward their new

hero with a string of prestigious honors. At the close of the

Salon Ingres received the officer's cross of the Legion of

Honor from the hands of King Charles X himself (fig.

156);
5
six months later he captured the ultimate prize—

a

seat in the all-powerful Academie des Beaux-Arts.

The apparent abruptness of the transformation of

Ingres's reputation in 1824 belies a more complex process

in which both the arts administration and, to a lesser

degree, the press participated. Despite his marginalized

status while living and working in Italy, Ingres had

maintained powerful connections back in Paris, at the

Opposite: Fig. 155. Detail of Louis-Francois Benin (cat. no. 99)



Academie (where he had been elected a corresponding

member in December 1823) as well as in the administra-

tion. Most helpful with regard to his triumph in 1824 was

the protection of Comte Auguste de Forbin, an old stu-

dio mate from David's atelier who had been appointed

director of the Musees Royaux in 1816.
6

It was Forbin

who allowed Ingres to enter The Vow of Louis XIII

late—a privilege normally reserved for Academicians

and/or artists whom the government had a special interest

in promoting—and who assured that the work received

an advantageous hanging.7 Forbin's enthusiasm for the

Vow undoubtedly had more than a little to do with its

politics. The painting was a blatant piece of pro-Bourbon

propaganda, celebrating the union of church and state

via the historical event of 1636 (ritualized in 1638) by

which Louis XIII placed the realm of France under the

protection of the Virgin Mary.
8 That such a subject was

pleasing to the powers that be is evident from the efforts

that were made to keep the canvas in Paris after the

close of the Salon. The museum of contemporary art in

the Palais du Luxembourg, Notre-Dame de Paris, and

the newly restored church of Val-de-Grace were all

proposed as more appropriate repositories for the paint-

ing than a cathedral in the cultural backwater of

Montauban. 9 Ingres resisted attempts to secure the Vow

for the capital— at least that is what he told his friends

back home 10—and insisted that it be forwarded to its

original destination."

Among the more fortuitous results of the Vow's late

entrance into the Salon was its having escaped the

scrutiny of many of the critics. By the time the painting

went on display on November 12, almost three months

into the run of the exhibition, many reviews had already

appeared, with the result that the Vow occupies a far less

prominent place in the critical discussion of the 1824

Salon than its historical importance would seem to war-

rant. Such reticence (or perhaps laziness) on the part of

the critics was probably a good thing, however; for even

though Ingres seems finally to have conquered artistic

officialdom with his new Raphaelesque manner, he was

still far from vanquishing his nemeses in the press. With a

few exceptions—most notably Etienne Delecluze, the

reviewer for the Journal des debats and yet another con-

nection from Ingres's student days with David—most of

Fig. 156. Francois-Joseph Heim (1787-1865). Charles X Distributing Awards at the Salon of1824, 1827. Oil on canvas, 6S'/
g
x ioiV

s
in.

(173 x 256 cm). Musee du Louvre, Paris
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the critics who bothered to write about the Vow were less

than enthusiastic.
12

Ingres's boast to Gilibert notwith-

standing, the most frequently voiced complaint was that

the artist had copied Raphael too literally, that the Vow

was nothing but a pastiche of the Renaissance master's

many celebrated Madonnas.' 3 Thus was inaugurated a

critique that would hound the artist for the rest of his

long career: bereft of imaginative powers, Ingres was, it

was widely argued, not a creator but a mere plagiarist of

the old masters.

It is a testament to the strength of Ingres's support

elsewhere that these attacks in the press failed to discour-

age the notoriously thin-skinned artist. Far from it—no

sooner had the public, or at least the official, enthusiasm

for the Vow manifested itself than Ingres decided to repa-

triate himself.
14 His decision to remain in Paris must have

been motivated at least in part by the flood of prestigious

commissions that suddenly came his way. Before the

close of the 1824 Salon the government had offered him a

commission for a second monumental religious painting,

The Martyrdom of Saint Symphorian, destined for the

famous Romanesque cathedral in Autun (fig. 169). By the

following spring he had also been asked to produce a

history painting for the Maison du Roi and to decorate

(in fresco, no less!) a chapel in the church of Saint-Sulpice

in Paris.' 5 Ingres was also one of the few artists invited to

commemorate the lavishly anachronistic, neomedieval

coronation ceremony of Charles X, which was held at

Rheims Cathedral on May 29, 1825.
16

The most immediate result of this wealth of official

commissions—the majority of which, it must be admit-

ted, came to naught' 7—was that Ingres no longer had to

spend his talent on what he considered to be less honor-

able endeavors. He thus produced no original genre

paintings (historical or otherwise) during his second

Parisian sojourn, in stark contrast to his years in Italy,

when small-scale works in the so-called troubadour style

had been one of his principal pursuits.'
8 He was also

determined to free his brushes from the drudgery of por-

traiture. "After a couple of portraits that I've already

done here of some pleasant individuals [cat. nos. 97, 98],

and that I did very easily, I don't want to do any more,"

he announced to Gilibert on February 27, 1826. "It's a

considerable waste of time, fruitless effort, given the dry-

ness of the subject matter, which is decidedly anti-

beautiful and unpicturesque, and also given the small

reward that one derives from it."
19

True to his word, Ingres completed only five painted

portraits during his second Parisian sojourn (see cat. nos.

97-99, figs. 157, 158), a mere fraction of the number he

had produced during the first twenty years of his career.

And just as his history paintings became more norma-

tively classical after 1824, so too do his portraits grow

more generically (but certainly no less thrillingly) realis-

tic. Although never entirely devoid of the formal quirks

and visual disjunctions that differentiate his works from

those of his colleagues in the Academie, Ingres's portraits

of 1824-34 feature less audacious spatial and anatomical

distortions than many of his earlier works in the genre.

As several contemporary critics remarked, with varying

degrees of approval or regret, the portraits from this

period also lack the light, "blond" tonality and archaizing

stiffness of many of their predecessors (see, for instance,

figs. 58, 87). Ingres's mature portraiture did not become

in any way rote or formulaic, however: he continued to

experiment in the genre, constantly adjusting his style in

accordance with the character and social position of the

man or woman sitting before him. Thus, whereas the

almost ferociously direct and art-historically unencum-

bered portrait of Louis-Francois Bertin (cat. no. 99)

seems to epitomize modern "bourgeois" Realism, that of

Fig. 157. Charles X in His Coronation Robes, 1829 (W 206). Oil on

canvas, 50 3
,/ x 35 1/ in. (128.9 * 9°- 2 cm)- Musee Bonnat, Bayonne

I 8 24- I 8 3 4



Fig. 158. Comte Louis-Mathieu Mole, 1834 (W 225). Oil on canvas, 57^x44^ in. (147 x 114 cm). Private collection

the comte de Pastoret (cat. no. 98) deploys an extravagant,

neo-Mannerist style to convey the somewhat ridiculous

pretensions of Ingres's parvenu aristocratic sitter.

Ingres's production of portrait drawings also fell off

sharply after his return to Paris. From 1825 until 1834 he

drew only about seventy-five portraits,
20

the majority of

which were not commissioned works but rather personal

mementos presented as gifts to friends and acquain-

tances.
2

' Judging from these drawings, which provide a
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convenient index of the social circles in which Ingres

moved, it would appear that he associated almost exclu-

sively with men and women of his own class— artists

(see cat. no. 105, fig. 159), architects (see fig. 163), musi-

cians (see cat. no. 107), and other cultivated professionals

(see cat. no. 104, fig. 160). These works often come in

pairs, Ingres having characteristically drawn the portrait

of a wife to accompany that of her husband, or vice versa

(see figs. 162, 163). He even seems to have sometimes



Fig. 159. Francois Forster, 1825 (N 289). Graphite on paper, nV
9
x

t)V
g
in. (31.6 x 23.8 cm). Musee Bonnat, Bayonne

Fig. 161. Jean-Francois Gilibert, 1829 (N 319). Graphite on paper,

8
1/ x 6 !/ in. (20.9 x 15.9 cm). Musee Ingres, Montauban

Fig. 160. Alexandre-Victor Martin, 1825 (N 293). Graphite on paper,

io
1/ x 8

1

/ in. (26.2 x 21 cm). Musee du Louvre, Paris

undertaken the portrayal of entire families, as, for instance,

in the series of exquisite drawings depicting virtually

every member of the Marcotte and Bertin clans (see, for

instance, cat. nos. 103,110, figs. 1 8 2-84)

.

11 As the person-

alized inscriptions on almost all of these sheets indicate,

they were produced largely as a matter of noblesse oblige,

if not exactly as a labor of love. In any case, Ingres was

clearly determined to rid such works of the commercial-

ism with which they had been tainted during those trou-

bled years in Italy when portrait drawings of haughty

English tourists provided his primary source of income.

Ingres's next opportunity to pursue what he called his

"glorious and purely historical goal" 23
did not occur

until the end of 1827, when his most celebrated history

painting, The Apotheosis ofHomer (fig. 164), was unveiled.

The work had been commissioned in 1826 as a ceiling

decoration for the newly constituted museum of Egyp-

tian and Etruscan antiquities in the Louvre. The decora-

tion of the Musee Charles X (as this suite of rooms came

to be known) brought together the most celebrated mas-

ters of the contemporary school. In addition to Ingres,

Antoine-Jean Gros, Francois-Joseph Heim, A.-D. Abel de

Pujol, Horace Vernet, Francois-Edouard Picot, Alexandre-

Evariste Fragonard, and Charles Meynier all took part in

1824- 1834



Fig. 162. MadameJacques-Ignace Hittorff, 1829 (N 321). Graphite on Fig. 163. Jacques-lgnace Hittorff, 1829 (N 320). Graphite on

paper, \oV
s
x 8

1/ in. (27 x 21.5 cm). Musee du Louvre, Paris paper, 10V x 8',/ in. (27 x 21.5 cm). Musee du Louvre, Paris

the project.
24 These artists were working under severe

time constraints, since Forbin, the official in charge of the

project, insisted that the decoration be completed in time for

the opening of the 1827 Salon. Despite the director's constant

prodding, this deadline was not met: the Musee Charles X
was not officially inaugurated until mid-December, more

than a month into the run of the exhibition.
15

Somewhat surprisingly, given the art-historical stature

of the Apotheosis, it has never been determined how

Ingres arrived at the subject of his ceiling—whether the

theme was invented by the painter himself or imposed on

him by the commissioning authorities.
26 The most likely

scenario lies somewhere in between, for the subject was

probably developed by Ingres in close consultation with

Forbin. Whatever the exact circumstances of its genesis,

Ingres was able to transform this most official of commis-

sions into a highly personalized aesthetic manifesto. 27

The painting attempts nothing less than a summary of the

great classical tradition of the West, running from its

alleged foundation in the epic poems of Homer through

Periclean Athens and Renaissance Italy to the flowering of

classical culture in seventeenth-century France. This pictor-

ial paean to classicism—created, it must be remembered,
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when the supremacy of the tradition was coming increas-

ingly under attack—takes the form of a massive group

portrait of the forty-one men and one woman (the poet

Sappho) whom Ingres deemed most worthy of represent-

ing the artistic and intellectual legacy of Homer. The

ancient bard himself sits hieratically enthroned at the

very center of the canvas. He is crowned by a winged

Victory, while personifications of his two masterpieces,

The Iliad and The Odyssey, sit broodingly at his feet.

The exclusive, doctrinal, rabidly partisan nature of

Ingres's painting is clearly reflected in the contentious-

ness of its critical reception. Many reviewers found the

work lifeless, boring, and totally bereft of the visual

enticements (most particularly color) that justified the

pain of craning one's neck to look at a painting on the

ceiling.
28 To others, it was noble, dignified, and refresh-

ingly free of the vulgar attractions that titillated the

crowd; they deemed Ingres's exquisite drawing and

restrained, refined sense of color the exclusive province

of the elite sensibilities of artists and connoisseurs.
2
' It is

not hard to imagine the lines along which these evalua-

tions divided: even though a few self-proclaimed progres-

sive, "Romantic" critics professed admiration for the



Apotheosis, its most consistent and enthusiastic supporters

belonged to circles that were decidedly conservative,

both aesthetically and politically.
50 Thus, the longest and

most considered explanation of the painting's complex

iconography was published in the conservative pro-

Bourbon political dailv La Gazette de France.^ Similarly,

the Journal des artistes, a stridently classicist supporter of

the school of David, announced that the Apotheosis

confirmed Ingres's reputation as "the premier draftsman

of our time."'
2

Finally, Delecluze, who was quickly

emerging as the principal spokesman for the aesthetic

rear guard, used the work to illustrate that most funda-

mental of all academic doctrines, the beau ideal, accord-

ing to which imitation is necessarily subordinated to

idealization in the arts. This critic did not shrink from

comparing Ingres's ceiling to the most venerated artistic

and literary achievements of the Renaissance—to works

by Raphael, Dante, and even Petrarch— all the while

insisting that the painter had managed to maintain his

originality and remain fully engaged with the most press-

ing artistic issues of the nineteenth century. 33

While Ingres was busy establishing a public reputation

as the leader of the classical cause at the Salon, he was

also carving out an increasingly prominent place for him-

self within the all-important artistic institutions of the

day. In the autumn of 1825, just months after being

elected to the Academie, he opened a teaching atelier

—

"a drawing school," according to his own pointedly

conservative characterization34—which soon emerged as

one of the largest and most influential establishments of

its kind in Paris. 35 Four years later, Ingres was elected

professor at the Ecole des Beaux-Arts; he was later

selected to serve as that institution's vice president (1833)

and president (1834). While the principal attraction of

these posts was undoubtedly honorific, Ingres's interest

in the financial rewards that went along with them was

more than passing. In 1825, for instance, he wrote to

Gilibert in anticipation of being elected to the Academie:

Certainly, apart from the honor of belonging to such a

great Company, and in addition to what it gives me by

way of true consideration in the world, it would earn

me 1,500 livres in steady income and, later on, a position

Fig. 164. The Apotheosis ofHomer, 1827 (W 168). Oil on canvas, 59^ x 79^ in. (152 x 203 cm). Museedu Louvre, Paris
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as professor at the Academie des Beaux-Arts, which

pays 100 louis. These revenues would make my life very

happy and would fulfill my desires and ambitions since,

with my simple tastes, I would have enough to live

decently even in Paris, and since, on top of that, any-

thing I earned from works ofmy own choosing might

someday even ensure me a comfortable existence."
36

In addition to its betrayal of Ingres's thoroughly bour-

geois economic outlook, this passage is significant as an

expression of his lifelong ambition to achieve artistic

autonomy. Ingres was interested in the financial perquisites

of institutional affiliation not simply because they prom-

ised increased wealth but also because they lessened the

onus of having to make a living with his art. With his

material needs taken care of by the income from his aca-

demic and pedagogical posts, he believed he would no

longer have to bow before the demands of patrons or

pander to the tastes of the public, but could paint what he

wanted
—

"works ofmy own choosing."

This equation of financial well-being with personal

and professional liberty recurs frequently in Ingres's cor-

respondence, particularly in letters to the financially

more secure Gilibert. "You have a position that ensures

your freedom: appreciate how hugely fortunate you are,"

the artist wrote somewhat enviously in February 1832.

"That's why I and so many others wear a chain around

our necks, constantly tugged at by a host of fatal depen-

dencies. When we want to indulge our noble leanings,

our rightful desires, the love of truth, when we try to

resist, our chain becomes tighter and tighter and the tor-

ture begins anew." 37 With every new honor or official

post, Ingres hoped that this chain would be loosened a

bit. "The hour ofmy independence has just sounded," he

had written to Gilibert on January 1, 1830, just two days

after being elected professor at the Ecole des Beaux-Arts.38

Thus, Ingres regarded his induction into the academic

inner circle not as a tethering of his art to a preconceived,

institutional aesthetic but as a means of liberating his

painting from the dictates of convention and fashion. As

his subsequent troubles with academic colleagues would

indicate, however, this belief was more than a little naive.

Outside the Academie, Ingres soon learned that pro-

fessional success was accompanied by a whole array of

annoying social obligations. As the latest artistic celebrity

to emerge from the Salon, he was thrust into the beau

monde almost immediately upon his return to Paris. The

somewhat shy and retiring, passionate but frequently

inarticulate painter felt ill at ease in the salons of high

society. "And the people, which I'm obliged to see too
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often and much too much, for official and professional

reasons!" he complained to Gilibert in May 1825. "It calls

for any number of precautions and requires a head, a

memory, an attention to etiquette that is quite difficult for

me, who live among men to whom I am beholden for

everything and from whom I can expect nothing. I walk

upon the volcano of personal pride, the source of every

obstacle and compromise you can imagine. And it is I, I,

my dear friend, who have to practice this trade!" 39 Within

months of his triumphal return to Paris, the chronically

dissatisfied artist began dreaming of the peace and tran-

quillity that were the exclusive province of the obscure.

"Twenty times a day," his complaint to Gilibert contin-

ues, "I envy the man of the woods and the fields: what I

see here, with my own eyes, is that the higher one rises,

the more miserable one is."
40

The only social engagements the painter truly relished

were those involving music. Attending operas and con-

certs seems to have been one of the few extravagances the

otherwise rather frugal Madame Ingres allowed her hus-

band, and so Ingres became a regular, and quite demon-

strative, auditor in the theaters and concert halls of

Paris.
41 He could further indulge his passion for music via

the informal concerts that were a prominent feature of

Parisian salon society at this time. On many of these

occasions Ingres may actually have taken part in the

music making, playing second violin in string quartets

alongside some of the most celebrated musicians of the

day (see, for instance, cat. no. 107).

Ingres's ability to endure the social obligations thrust

upon him was undoubtedly facilitated by the tranquillity

he enjoyed at home. Having summoned Madame Ingres

to Paris in the wake of his success at the 1824 Salon, the

artist began what turned out to be a rather long and ardu-

ous search for lodgings and a studio. The couple settled

first at 49, quai des Augustins before moving at the end of

1825 to an apartment on the rue du Bac, passage des

Dames-Sainte-Marie. Ingres also rented two adjacent

studios on the nearby rue des Marais-Saint-Germain (the

present-day rue Visconti), one for himself and the other

for his students. Finally, in the spring of 1827 he and his

wife moved into an apartment in the Institut de France,

where the painter was later accorded a studio.
42 The

Ingres household was comfortable but unostentatious.

The childless couple lived with a single servant, named

Adelaide, and usually kept one or more cats.43 Their

entertaining was limited to simple dinners and intimate

musical soirees along with regular receptions, usually on

Sundays, for Ingres's growing stable of students.



Ingres's rather meager output during his second Pari-

sian sojourn would suggest that he devoted a consider-

able amount of time to his new academic and pedagogical

responsibilities. Regular meetings and committee work at

the Academie undoubtedly occupied much of his time, as

did service on the Salon jury, a task he came utterly to

disdain.44 He was also occasionally called on to advise the

government in artistic affairs. In 1831 he found himselfon

the committee charged with the hugely controversial task

of reviewing the Academie's administration of the Ecole

des Beaux-Arts and the Academie de France in Rome.

Needless to say, nothing came of this reformatory move-

ment, born in the heady days following the 1830 Revolu-

tion (Ingres, and all the other Academicians named to the

committee, quickly resigned). 45 In 1832 Ingres served on

the committee dispensing commissions for the decoration

of the important new Parisian church of Notre-Dame de

Lorette, assigning himself a prime component of the

commission—a painting of the Coronation of the Virgin

for the apse.
46

After his appointment as professor at the Ecole des

Beaux-Arts in 1829, Ingres would have devoted a month

of every year to the instruction of students aspiring to the

all-important Prix de Rome.47 Yet the bulk of his peda-

gogical efforts would undoubtedly have been reserved

for the students in his own atelier. The size of Ingres's

teaching studio and the exact character of his instruction

have been notoriously difficult to pin down, despite the

relative wealth of eyewitness accounts left behind by

his students;
48 most of this testimony is either blatantly

hagiographic or anecdotal in character, and thus of lim-

ited historical value. It would appear, however, that Ingres

followed the standard pedagogical routine of the day,

requiring his students to undergo rigorous training in

drawing, proceeding systematically from two-dimen-

sional to three-dimensional models, before allowing them

to pick up the palette and brush.4' The master's own con-

tribution to this process consisted largely of regular visits

to the studio, during which he would correct his pupil's

drawings (often by scratching on their paper with his

fingernail) while dropping artistic bons mots and piquant

aphorisms along the way. Despite the rather impersonal

nature of this regime, Ingres seems to have been a warm

and devoted master who was both loved and respected

by his students. "At fifty-three, this man has all the

feverish energy of a youth," one of his disciples remarked

approvingly. ".
. . He puts all the fire of a southerner

into his artistic enthusiasm, and his lessons are never

cold or dull; he is severe in the interests of art, kind and

Fig. 165. The People, Victorious inJuly 1830, 1830. Ink on paper,

io 3/x 9 in. (27.3 x 22.8 cm). Musee Ingres, Montauban (867.2791)

affable in his relations with his students, and easy to

approach."'
0

Ingres's personal and professional routine was threat-

ened in the summer of 1830 by the outbreak of political

unrest. Protests over the policies of the increasingly

despotic King Charles X gave way at the end of July to

three days of street fighting that culminated with the

overthrow of the restored Bourbon regime. As a middle-

aged painter with an eminently pacifistic disposition,

Ingres kept his distance from the fighting. His activities

during the unrest seem to have been limited to a single

sleepless night in the Louvre, where he and other promi-

nent artists had gathered voluntarily to keep watch over

the royal collection.'
1 Not that Ingres was opposed to the

Revolution: quickly forgetting the preferential treatment

he had received from the ministers and administrators

of Charles X, he greeted the overthrow of the Bourbon

regime with unbridled enthusiasm. "Let us rejoice in these

sublime effects," he wrote to Gilibert on August 12, 1830.

"Has there ever been anything like it in all of recorded

history? Who are we like? Like ourselves! To that thun-

derous sounding of the call—truly a divine work, which

only grows louder as it recedes—we can finally call our-

selves French again and stop suppressing our long-held

indignation."'
2 At one point, Ingres even seems to have

contemplated executing an allegorical painting of the so-
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called Trois Glorieuses, for which there is a hastily sketched,

feverishly annotated sheet in Montauban that shows the

French people in the form of a giant Hercules trampling

underfoot a personification of despotism (fig. 165)."

Despite this brief burst of Revolutionary enthusiasm,

Ingres's political outlook remained fundamentally con-

servative. He adopted the position of those who espoused

a limited rather than an expansive view of the Revolution.

"The revolution carried out, finished, order everywhere,

everything replaced!" he proclaimed in a letter to Gili-

bert, railing against those "stupid and mean" people

(namely, republican agitators) "who, even today, still want

to soil and disturb the order and happiness of a freedom

so gloriously, so divinely won." 54 This conservative view

of the Revolution eventually triumphed, as an ostensibly

reformed, more genuinely constitutional monarchy was

the ultimate result of the 1830 Revolution—not a repub-

lic, as liberals had hoped. The throne was not abol-

ished but simply offered to a new occupant: Charles X's

cousin Louis-Philippe, scion of the house of Orleans, the

lesser and traditionally more liberal branch of the

extended royal family. In the end, this change of regime

hardly affected Ingres's career, since the Orleanists proved

to be as receptive to his work as their Bourbon cousins

had been.

Ingres did not participate in the Salon of 1831, the first

to be organized under the new regime. This was partly

because he was having trouble completing his latest work

in progress, The Martyrdom ofSaint Symphorian (see figs.

167—69). Although such inability to resolve a major work

was typical of Ingres, who was notoriously slow and hes-

istant to let go of his paintings, it appears that he was also

grappling with a severe bout of depression and disillu-

sionment. The Revolution had not, in the end, resulted in

the Utopian state of unbridled peace and prosperity that

Ingres had originally predicted. "The men of today are

really not worth the trouble one takes for them," he com-

plained in a long, tormented letter to the ever-patient

Gilibert in March 183 1 .
".

. . Self-interest, ego, and treason

reign."' 5 As for the more narrowly circumscribed realm

of the arts, Ingres considered the situation hardly less

dire. He saw himself as the lone champion of true Beauty

in the contemporary school, an artistic prophet crying in

the wilderness: "And I still go, all alone, to confront the

ignorant, self-interested, and brutal masses. I can shout as

much as I want, no one listens to me anywhere. Raphael

himself could come, and no one would listen to him."'
6

Such a display of self-righteous indignation (Ingres

goes on to complain that he had not been sufficiently
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recompensed for the blood and sweat he had poured into

his paintings) is the residue of the persecution complex

developed early in his career when he was, in fact, a mis-

understood, even vilified, outcast. That Ingres was still

sporting such an attitude as late as 1831 demonstrates the

tenacity of this self-image. Indeed, in spite of his unprece-

dented success during the second half of his long career,

he would never entirely abandon the contention that his

efforts had not been properly rewarded. In Ingres's mind,

the persecution of his genius was never-ending.

Ingres's spirits must have been revived, at least tem-

porarily, by the stunning success he experienced at the

1833 Salon. Somewhat ironically, given his frequently

professed disdain of the genre, this success—the most

spectacular of his career to date—was due to a portrait:

the celebrated representation of Louis-Francois Bertin

(cat. no. 99), publisher of one of the most important

newspapers in Paris, the solidly Orleanist Journal des

debats. The extraordinary success of Monsieur Bertin

arose in part from the circumstances under which it was

exhibited. Unlike The Vow ofLouis XIII, the portrait did

not enter the exhibition late, and unlike The Apotheosis of

Homer, it was not tucked away discreetly on the periph-

ery of the Salon. From the moment the doors of the exhi-

bition opened, Monsieur Bertin was very prominently

displayed near the entrance of the Salon Carre, the main

room of the exhibition. 57 Such a central location brought

an unprecedented amount of critical attention, as the

painting was consistently touted in the press as a high-

light of the exhibition. More important, for the first time

in his career, Ingres found himself dominating the critical

discourse: he was the subject of entire articles or even

series of articles in the periodical press and of long sec-

tions or chapters in independently published reviews. For

better or worse, he had finally arrived as an object of

intense critical inquiry.

The reviewers' reactions to Monsieur Bertin, as well as

to Ingres's other entry in the 1833 Salon, the 1807 portrait

of Madame Duvaucey (fig. 87), are discussed elsewhere

in this catalogue (see pages 502—5). Of greater concern

here is the way in which the public's perception of the

artist and his increasingly prominent position within the

contemporary art world were evolving. For it is clear that

much of the interest in Ingres in 1833 was provoked not

so much by the quality of the actual works on display at

the Salon but by his growing power and prestige. As the

prominent critic Gustave Planche explained to readers of

the highbrow intellectual journal Revue des deux mondes,

the "very special importance" of considering Monsieur



Benin lay not in any inherent attributes of the painting

itself but "because we are talking about a master, the head

of a school that today is flourishing and venerated,

because we are talking about M. Ingres."'
8

This notion of Ingres as an all-powerful head of a

school developed partly because of the increased promi-

nence of his coterie of followers. Although he had been

operating a teaching atelier since the end of 1825, it was

only in the early 1830s that his studio emerged as the cen-

ter of a unified aesthetic movement. This was largely the

result of the prominence of Ingres's pupils at the Salon

and, more crucially still, of their success in that most

prestigious of academic competitions, the annual Prix de

Rome. After having failed in his two previous attempts,

Ingres's favorite pupil, Hippolyte Flandrin, finally took

the prize in 1832 with a decidedly Ingresque production,

Theseus Recognised by His Father (fig. 166). The follow-

ing year, artists from Ingres's atelier swept the awards in

the preeminent category of history painting, thereby

solidifying their master's reputation as a major force to be

reckoned with."

With the growing celebrity of Ingres's acolytes came

fears that the painter was becoming a despot intent on

imposing his manner on the entire contemporary school.

"If M. Ingres walked alone, if he did not have students

who adored him and slavishly tried to imitate him, we

could take him on his own terms, and consider ourselves

extremely fortunate that the present age possessed a man

of such stature," a reviewer for the popular liberal daily

Le Constitutionnel explained. "But M. Ingres has created a

school, and this proud school is denigratory; it pushes

intolerance to the point of fanaticism; it forbids painters

to depict nature in any way other than how M. Ingres sees

it."
60

In the wake of the July Revolution, when the rela-

tive merits of divine-right rule, constitutional monarchy,

and republicanism were still being hotly debated, the

specter of despotism in any sphere was bound to resonate

politically. Several critics, in fact, adopted pointedly

political analogies to describe the current state of the art

world and Ingres's alleged aspirations within it. The

reviewer for the centrist France nouvelle, for instance,

prefaced his analysis of Monsieur Benin with a long

defense of artistic (and political) relativism
—

"For me, in

art theory as in politics, it is in the juste-milieu [golden

mean] that I believe I have found the truth"—and

pledged to persecute any artist who sought to transform

his personal manner into an "absolute system.'"
5
' For him

and many other critics, Ingres was the most prominent

example of this despotic impulse: "A single name, pro-

claimed with enthusiastic admiration, seems to have been

hoisted as the banner of a school, and adopted as the sym-

bol of a doctrine. I am speaking of M. Ingres."
62

An assessment of Ingres's agenda from a vantage point

further to the left of this writer's "juste-milieu" was pro-

vided by Louis de Maynard, liberal critic for the deluxe

literary journal L 'Europe litteraire. "Art has been eman-

cipated and does not need a prince or charter to be

bestowed upon it," Maynard declared. ".
. . Now, more
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Fig. 167. Studyfor "The Martyrdom ofSaint Symphorian" 1833. Oil,

graphite, and red chalk on canvas, mounted on wood, 24'// x 19'^ in.

(61.3 x 49.3 cm). Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

Fig. 168. Studyfor "The Martyrdom ofSaint Symphorian" 1833. Oil

and graphite on canvas, mounted on aluminum, 24^ x 20'^ in.

(61.8 x 50.1 cm). Fogg Art Museum, Harvard University Art Muse-

ums, Cambridge, Massachusetts

than ever, it wants to be a republic, and does not wish to

be stifled in the name of Raphael or Rubens." 63 While

such a remark might have been aimed at extremists on

both ends of the aesthetic spectrum, the real object of

Maynard's ire was Ingres, whose growing hegemony in

the contemporary school the author caricatured most bit-

ingly: "At present, he reigns over a bloodstained altar

like some cruel Mexican god. All our critics, decked out

as priests, surround him respectfully and sing paeans to

his glory. Every newspaper is a censer. One by one, they

sacrifice to his divinity a holocaust of little colorist

painters. No one is spared. Even the fairest and the

strongest must die."
64 Such talk was not idle speculation

on the part of a few paranoid critics, for there were

rumors afloat in 1833 that Ingres was in collusion with the

powers that be and that he was going to be appointed

First Painter to the King.
6

' Naturally such a notion scan-

dalized Maynard: "No, M. Ingres will not gain power. . .

.

The king's painter must be popular, prolific, and histori-

cal, so to speak. But M. Ingres, who in other respects has

such great merits, does not possess these three qualities."
66

To the relief of Maynard and countless other artists

and critics, Ingres was never offered the title of First

Painter. And in retrospect, reference to this post serves as

an ironic reminder of just how little the artist's status was

perceived as having depended on his connections with

the official art world at this time. For despite all his con-

servative, institutional credentials, Ingres was rarely por-

trayed in 1833 as having unduly benefited from preferential

treatment by the authorities. Quite the contrary, he was

most consistently represented as an outsider, a tena-

ciously self-made man whose success was a completely

personal achievement. "Today, M. Ingres stands on the

pedestal that he has so laboriously built for himself," the

critic Theophile Gautier declared in his first published

remarks on the artist. "He has become a legend."
67

Gautier's salute to Ingres's hard-won success reflects

the emergence in 1833 of what would eventually become

a central component of the highly codified hagiography

of "Monsieur Ingres": the story of his perseverance in

the face of excruciating hardship at the beginning of his

career. As a former fellow student in David's atelier,

Delecluze was able to offer his readers a firsthand account

of Ingres's early sufferings. He recounts how the young

painter stubbornly resisted the dictates of David and

endured public neglect and misunderstanding as a result.

Yet Ingres stood pat: "Poor as he was, he clung to his

ideas and made no concessions to prevailing tastes."
68

Conveniently glossing over the fact that Ingres had won
the prestigious Prix de Rome and spent four years living



Fig. 169. The Martyrdom ofSaint Symphorian, 1834 (W 212). Oil on canvas, 13 ft. 4^ in. x 11 ft. io
1

^ in. (407 x 339 cm). Cathedral

of Saint-Lazare, Autun

and working in Italy at government expense, Delecluze

concentrated on the artist's subsequent years on the penin-

sula, a period during which he heroically faced "poverty

and neglect, never ceasing to cultivate his art with a sin-

cere love."
69 Now, in 1833, a successful Ingres represented

for Delecluze the ultimate in professional dignity and

artistic conscientiousness; he, along with several other

cultural luminaries of the day (Delecluze specifies Lamar-

tine, Victor Hugo, Victor Schnetz, and Leopold Robert),

offered living proof that one could be successful without

violating the rules of bourgeois propriety, that "one could

be an artist while living as a respectable head of a family,

without running barefoot through the fields, nor even

strangling the woman one loves."
70 Would-be artistic

dictator or model of professional integrity? The battle

lines over Ingres's reputation were thus established in 1833.

Despite the enormous amount of attention directed

toward Ingres's contributions to the 1833 Salon, there

remained a nagging feeling among the critics that the jury

was still out on the artist. More was needed than a couple
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Fig. 170. Madame Adolphe Thiers, 1834 (N 344). Graphite on

paper, 12^ x 9^ in. (31.9 x 23.9 cm). Allen Memorial Art

Museum, Oberlin, Ohio

of portraits in order to make a definitive pronouncement

on Ingres and his legacy. 7 ' The opportunity to make such

an assessment came the very next year, when Ingres

finally unveiled his long-awaited Martyrdom of Saint

Symphorian at the Salon (fig. 169). Commissioned in the

wake of the spectacular success of The Vow ofLouis XIII,

this painting depicted a much more remote episode in the

religious history of France. Symphorian, the first Christ-

ian martyr of Gaul, was sentenced to death in the late sec-

ond century for refusing to sacrifice to the pagan gods in

his native Augustodunum (present-day Autun). Ingres

represents the most poignant episode in this otherwise

conventional martyrdom story—the moment at which

Symphorian's mother, Augusta, climbs atop the ramparts

of the city and encourages her son's resolve to sacrifice

his life for the sake of his religion.
72

As the product of nearly a decade's gestation, Saint

Symphorian was eagerly awaited by the public. The paint-

ing had, in fact, been expected at the Salon as early as

1827, when it was first announced in the livretP' The air

of suspense was increased by the immoderate boasting of

Ingres's supporters, according to whom the picture was

destined to become not only the artist's greatest work

but one that would settle once and for all the aesthetic

controversies that had racked the French school for the

last twenty years.74 Unfortunately for Ingres, the painting

did not settle anything: it only heightened the controversy

surrounding the artist, fragmenting the art world into ever

more polarized groups of pro- and mti-ingristes. 1
"
1

As always, the response to Ingres's work was politi-

cally motivated. Critics on the Left resented seeing this

long-overdue child of the Bourbon Restoration gracing

the walls of the post-Revolutionary Salon. The republi-

can reviewer Jean-Barthelemy Haureau, for instance,

vilified Ingres as the head of a reactionary "Catholic

school," the roots of which he pointedly traced back to

"the final years of divine right."
76 Other liberal critics

dismissed the painting's religiosity as a ridiculous anachro-

nism. "And here someone has tried to summon up our

religious emotions again; someone has tried to invoke

our admiration for a martyr who braved tortures for

the Holy Trinity, for the divinity of the one they called

the Son of Man," an incredulous Alexandre Decamps

remarked, "but we no longer believe in anything! We
hardly even believe in ourselves!" 77 At the opposite end

of the political spectrum, conservative critics hailed Saint

Symphorian as an unrivaled masterpiece of religious art.

The reviewer for the legitimist Gazette de France charac-

terized the painting as "the highest sublimity of human

thought, ... the poetry of Homer, applied to Christian-

ity."
78 The same critic had mischievously suggested in an

earlier review that the decision to allow Ingres's painting

into the Salon must have been a difficult one for the cur-

rent regime because of the incriminating analogies that

could be drawn between the action recorded in the pic-

ture and France's more recent Revolutionary history:

"With his blood [Symphorian] watered this earth, which,

sixteen centuries later, would offer to the world equally

sublime acts of maternal and filial devotion, and equally

cruel persecutions from its new proconsuls." 7 '' Thus, for

some critics at least, Ingres had enlisted his brushes in the

commemoration of political as well as religious ideals and

was praised or denigrated accordingly.

Ultimately, however, it was not politics that domi-

nated the critical discussion of Saint Symphorian (at least

not on the surface) but rather the painting's thoroughly

unorthodox style. Ingres's detractors in the press—and

by 1834 there were many—vied with one another in ridi-

culing the painting's alleged shortcomings: its overall

dull, murky gray-brown tonality (chocolate and mud

were the preferred analogies);
80

its confused, airless com-

position, which led one critic to liken the crowd of

onlookers to a macaroni of serpents;
8

' and its outrageous
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anatomical distortions, particularly in the two hyper-

musculated lictors flanking the martyr in the foreground.
82

Such insults proved more than Ingres could take.

Within weeks of the Salon's opening, he had fled Paris, tak-

ing an impromptu vacation on the coast of Normandy. 83

This retreat provided little solace, however, and when he

returned to Paris he let it be known that he wanted noth-

ing more to do with the public. "What saddens me is to

see M. Ingres so deeply discouraged," his student Georges

Lefrancois wrote on March 24, 1834, "it is in his nature

not to take anything half-heartedly. Scarcely had he seen

the caricatures of the foot of one of his lictors [from Saint

Symphorian], which Gros's students had scrawled on the

walls of the Institut, than he is beside himself, wanting to

give up government commissions and the Salon, to no

longer work on anything but small canvases and projects

for his friends and to return to Italy as soon as he can."
84

These were not empty threats. By the end of the year

Ingres had divested himself of two prestigious official

projects—the Coronation of the Virgin for Notre-Dame

de Lorette and a scene depicting the Battle of Fornovo

for Louis-Philippe's famous Galerie des Batailles at Ver-

sailles.
8
' He also refused to allow his latest production, a

portrait of the aristocratic statesman the comte Mathieu

Mole (fig. 158), to be exhibited at the 1835 Salon.
86

"But

as for being, me, ever again, a public figure—never!"

Ingres emphatically declared before the protests of

friends and supporters who attempted to convince him to

exhibit.
87 And so began the artist's lifelong boycott of the

Salon; with the exception of the 1855 Exposition Uni-

verselle, a painting by his hand never again appeared at

an official exhibition.

The most immediate result of the "Saint Symphorian

affair" was Ingres's decision to seek the directorship of

the Academie de France in Rome. He presented his can-

didacy for the post on May 17, was selected by his col-

leagues in the Academie des Beaux-Arts two weeks later,

and was officially appointed on July 5
by Adolphe Thiers,

who, as the minister of the interior, had ultimate jurisdic-

tion over the Villa Medici. Typically, Ingres considered

Thiers's delay in ratifying his appointment an insult and

1. See Siegfried 1980a, pp. 365-66. Ingres was initially offered

only 3,000 francs for the picture, half the going rate for monu-

mental history paintings at the time. He would eventually

receive the standard 6,000-franc fee.

2. Ingres's struggles over the painting are documented in his cor-

respondence for the years 1820 to 1824; see Boyer d'Agen 1909,

pp. 53-120 passim, and p. 246 in this catalogue.

threatened to withdraw his candidacy in protest.
88
That all

was smoothed over between the two men—there was a

history ofbad blood between them
8'—is suggested by the

ravishing portrait drawing the artist executed of Madame

Thiers, in appreciation, perhaps, of her husband's belated

support (fig. 1 70).
90 This was one of many portrait draw-

ings Ingres executed during the months leading up to his

departure for Rome and presented as gifts to the friends

and acquaintances he was about to leave behind.

The artist had not, however, recovered from his pro-

found bitterness over the public's failure to rally around

Saint Symphorian; in assuming the Roman post, Ingres

actually fancied himself punishing his ungrateful home-

land by going into a kind of voluntary exile.
91 There is, of

course, an obvious discrepancy here, for in accepting the

lucrative and prestigious position of director of the

Academie de France in Rome, Ingres was ultimately

making himself more, rather than less, accountable to the

public. He was, in effect, becoming a government func-

tionary, a cultural bureaucrat. That Ingres failed to rec-

ognize this is yet another manifestation of his hesitation

between two mutually exclusive notions of self. On one

level, the beleaguered artist wanted to continue to play

the romantic role of neglected genius; at the same time,

however, he could not bear to sacrifice the official trap-

pings of power and authority he had laboriously accrued

over the previous decade. Thus, instead of making a

genuine break with artistic officialdom as he claimed,

Ingres merely sought refuge in a foreign—but eminently

official—post.

To whatever extent Ingres's acceptance of the direc-

torship of the Academie in Rome constituted a genuine

break with the public, his departure for Italy in Decem-

ber 1834 did mark a turning point in his career. It brought

to an end his ten-year stewardship of a major faction of

the contemporary school. After 1834 it was not so much

classicism or academicism that Ingres represented but

rather something much more personal and idiosyncratic.

"Ingrism" was the new standard under which the artist

and his increasingly fanatical troop of students were pre-

pared to battle.

3. "Je ne puis te dire l'accueil flatteur et honorable que je re$ois

ici, et quelle belle place on m'y donne. Les vrais croyants disent

que ce tableau, qui est tout italien, est heureusement arrive pour

arreter le mauvais gout. Le nom de Raphael, (bien indigne que

j'en sois), est rapproche du mien. On dit que je m'en suis inspire

sans en rien copier, etant plein de son esprit. Enfin, les eloges

ont commence par la bouche des premiers maitres, Gerard,
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Girodet (et surtout celui-ci), Gros, Dupaty, et tous enfin. Je

suis de tous les cotes felicite, aime et considere bien plus que je

ne m'y attendais, je t' assure." Ingres to Gilibert, undated, in

ibid., pp. 120—21. Boyer d'Agen improbably dates the letter to

November 12, 1824, the very day the Vow went on display at

the Salon. For corrections to this mistake and others that Boyer

d'Agen makes in his transcription of Ingres's letters to Gilibert,

see Ternois 1986b, pp. 187—200.

Here, as elsewhere in this essay, the translation of Ingres's

letters is more or less literal; little effort has been made to cor-

rect the uneducated artist's occasionally awkward but emi-

nently expressive prose style.

4. For the critical response to Ingres's early works and the artist's

adoption of a pointedly Raphaelesque manner after 1820, see

Siegfried 1980a.

5. On January 15, 1825, Ingres described this ceremony in a

touching letter to his "dear little mother." See Lapauze 1910,

pp. 281-87.

6. On Forbin, see Angrand 1972.

7. See Amaury-Duval 1993, pp. 215-16, for Ingres's recognition

of Forbin's role in this affair.

8. On the politics of the painting, see Duncan 1978.

9. See Lacambre 1977.

10. See the letter from Ingres to Gilibert dated February 27, 1826,

in Boyer d'Agen 1909, pp. 133-34: "More than once they have

demonstrated a desire to keep it [the Vow] for Notre-Dame or

the church of Val-de-Grace, which they've reopened. But I've

always protested. The subject has been dropped." ("On ait

manifeste plus d'une fois le desir de le retenir pour Notre-Dame

ou pour le Val-de-Grace dont on a rouvert l'eglise. Mais j'ai

toujours proteste. On n'en parle plus.")

11. The painting did not reach Montauban until November 1826.

Ingres went along to supervise its installation and, on this last

visit to his childhood home, was accorded a hero's welcome.

12. For Delecluze's unmitigated praise of Ingres and his painting,

see Delecluze, November 23, 1824, and Delecluze, December 12,

1824. The only other entirely positive reviews of the Vow came

from equally conservative, anti-Romantic critics such as Pierre-

Alexandre Coupin and Jean-Marie Mely-Janin; see Coupin 1824,

pp. 589—90, and Mely-Janin, December 1, 1824. Thus, the fre-

quently expressed opinion in the art-historical literature that the

"Romantics" received the Vow as enthusiastically as the "classi-

cists" is not borne out in the criticism. Indeed, in what was per-

haps the most polemical discussion of the Romantic/classic

controversy in 1824, Delecluze cites Ingres as the veritable

embodiment of classicism (which the critic christens the Homeric

style ["le style homerique"]) in contrast to Horace Vemet—and

not, it should be noted, Delacroix—who epitomized Romanti-

cism or the Shakespearean genre ("le genre shakespearien "); see

Delecluze, December 12, 1824. The persistent notion that Ingres's

major works ofthe 1820s and 1830s were hailed by the Romantics

seems to have originated with the artist's first posthumous biog-

raphers, particularly Blanc and Delaborde. It has remained

attractive to art historians primarily as a means of differentiating

Ingres from his more run-of-the-mill academic colleagues—the

betes noires ofmodernist art history.

13. This opinion is voiced most vociferously in Anon. 1825 (M.),

p. 151. But see also Anon. 1824 (N.), p. 232; Anon., December

11, 1824 (F.); and L'Amateur sans pretention 1825, p. 103.

14. On January 11, 1825, Ingres discussed his decision to stay in

Paris in a breathless letter to his wife, who had remained in

Florence. See Lapauze 1910, pp. 272-81.

15. Ingres boasts of these new commissions in a letter to Gilibert

dated May 13, 1825, in Boyer d'Agen 1909, pp. 122-29.

16. Ingres was assigned to execute three drawings: portraits of

King Charles X and Cardinal Jean-Baptiste-Marie Latil, the

archbishop of Rheims, as well as an allegory entitled The

Alliance ofRoyalty and Religion. He seems to have been less

than thrilled with this assignment, complaining to Gilibert in a

letter dated February. 27, 1826, that he was "weighed down by

little drawings, especially for work on the Sacre; projects that,

as small as they are, do not inspire me very much" ("accable de

petits dessins, notamment pour l'ouvrage du Sacre; tous travaux

qui, par leur petitesse, m'inspirent peu"); see ibid., p. 132.

Engravings after these drawings, which are now in the Louvre

(inv. 27203—5), were to illustrate an elaborate album commem-

orating the coronation ceremony.

17. Neither the fresco decoration for Saint-Sulpice nor the history

painting for the Maison du Roi was executed, although The

Apotheosis ofHomer (fig. 164) eventually metamorphosed out of

the latter commission; see Angrand 1982, pp. 23—24. The album

commemorating the Sacre of Charles X was aborted because of

the 1830 Revolution. Only the commission for Autun was

brought to fruition, although certainly not with the results that

Ingres and his supporters anticipated; see below, pp. 286-87.

18. All seven of the genre paintings Wildenstein dates to the period

1824-34 are variations upon themes Ingres had treated earlier

in his career: Antiochus and Stratonice (W 164, 224), the Bather

(W 165, 205), Henry IV Playing with His Children (W 204),

Don Pedro of Toledo (W 207), and the Odalisque (W 226). The

only original subject paintings Ingres produced during this

period that were not official commissions were two paired

devotional pictures representing Christ and the Virgin Mary,

for the comte de Pastoret (W 211, 203).

19. "Apres une couple de portraits que j'ai deja faits ici de gens

aimables et que j'ai eu tout a fait a la main, je n'en veux plus

faire. C'est une perte de temps considerable, des efforts

infructueux par la secheresse de la matiere qui, decidement, est

anti-belle et pittoresque, et aussi en raison du peu de gain qu'on

en retire." Ingres to Gilibert, February 27, 1826, in Boyer

d'Agen 1909, pp. 132—33. Ingres makes a similar case for the

abandonment of genre painting in a letter to Pastoret dated

December 9, 1824; see Angrand and Naef 1970b, p. 8.

20. Naef 1977-80, vol.
5 (1980), nos. 285-360.

21. In a letter dated July 2, 1825, Ingres proposes to execute for

Madame Louis-Joseph-Auguste Coutan, an avid collector of

his work, "that which I intend only for my friends, a portrait

drawing" ("ce que je destine uniquement a mes amis, un portrait

dessine"). See Lapauze 1911a, p. 284, and Naef 1977-80, vol. 5

(1980), no. 297.

22. For Ingres's portrait drawings of the Marcotte and Benin fami-

lies, see Naef 1977-80, vol. 2 (1978), chap. 127, and vol.
3 (1979),
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chap. 143, respectivel}-. More recently, Paula Warrick has

devoted a stimulating Ph.D. thesis to Ingres's depiction of the

Marcotte clan; see Warrick 1996.

23. "but glorieux et purement historique." Ingres to Gilibert, Feb-

ruary 27, 1826, in Boyer d'Agen 1909, p. 132.

24. See Aulanier 1961.

25. It is often asserted in the literature on Ingres that the ceilings

in the Musee Charles X were ready for the opening of the

Salon on November 4. However, contemporary sources

prove that the museum did not open to the public until

December 15; see, for instance, Delecluze, December 16, 1827.

Even after this date, the majority of critics considered Ingres's

ceiling unfinished. According to Amaury-Duval (1993, p. 227),

the canvas had to be forcibly removed from Ingres's studio.

After the exhibition, the artist managed to have scaffolding

constructed so that he could complete the picture in situ

but limited his retouching to a change in the color of

Moliere's drapery.

26. Most of the literature on Ingres assumes the former. However,

Aulanier (1961, p. 36) claims that the theme was suggested by

the vicomte Sosthene de La Rochefoucauld, Charge du Departe-

ment des Beaux-Arts. Unfortunately, she offers no documenta-

tion for this assertion. In the lengthy and remarkably

authoritative account of the painting published the day before

its public unveiling, it is noted that "the painter has made an

effort to expand rather than contract [his subject] in the narrow

framework of the program that had been defined for him" ("le

peintre s'est plutot efforce d'agrandir que de restreinde dans le

cadre etroit duprogramme qui lui etait donne") [emphasis added];

see Anon., December 15, 1827.

27. According to Vigne (1995b, p. 179), "a personal profession of

aesthetic faith."

28. See, for instance, Anon. 1828, p. 124; Anon., April 13, 1828; and

Vergnaud 1828, pp. 42-43.

29. See, for instance, Jal 1828, pp. 198-202.

30. Here again one must resist the persistent myth that it was the

"Romantics" who hailed Ingres's painting as much as, if not

more than, the "classicists." This notion seems to have grown

out of the isolated remark made by the critic Arnold Scheffer,

brother of the allegedly "Romantic" painter Ary, that Ingres

was most viciously criticized by those who found his work to be

insufficiently imitative of the Greeks (that is, the hard-core fol-

lowers of David), whereas "the painters of the so-called

Romantic school applauded this new success by a man who

sometimes treated them with unfair harshness" ("les peintres de

l'ecole dite romantique ont applaudi a ce nouveau succes d'un

homme qui fut quelquefois injuste envers eux"); see Scheffer

1828, p. 208.

31. Anon., December 15, 1827. Ingres found this critique authorita-

tive enough to repeat excerpts from it in the 1851 illustrated cat-

alogue of his works; see Magimel 1851, pi. 54.

32. "le premier dessinateur de notre epoque." Anon., January 13,

1828, p. 19.

33. Delecluze, January 2, 1828.

34. "une ecole de dessin." See his letter to Gilibert dated February

27, 1826, in Boyer d'Agen 1909, p. 132. That Ingres referred to

his teaching atelier in these terms is indicative of his adherence

to the archacademic contention that drawing was the founda-

tion of art. He stubbornly maintained this belief throughout his

life (it is expressed in his most celebrated aphorism, "Drawing

is the probity of art" ["Le dessin est la probite de fart";

Delaborde 1870, p. 123]), most particularly in 1863, when he

publicly protested the institution of instruction in painting and

sculpture at the Ecole des Beaux-Arts; see Ingres 1863.

35. See Angrand 1982.

36. "Certes, outre l'honneur d'appartenir a une aussi grande Com-

pagnie, en plus de ce qu'elle donne de veritable consideration

dans le monde, elle m'apporterait quinze cents livres fixes et,

plus tard, la place de professeur a l'Academie des Beaux-Arts,

qui est de cent louis. Ces revenus feraient le bonheur de ma vie

et combleraient mes desirs et mon ambition puisque, avec mes

gouts simples, j'aurais de quoi vivre et honorablement meme

a Paris, et puisque d'ailleurs tout ce que je pourrais gagner

par des ouvrages de mon choix pourrait m'assurer meme de

1'aisance, un jour." Ingres to Gilibert, May 13, 1825, in Boyer

d'Agen 1909, p. 127.

37. "Tu as une position qui assure ta liberte: apprecie l'etendue de

ce bonheur. C'est par cela que, moi et tant d'autres, nous portons

une chatne au col, tiree continuellement par mille sujets de

dependance fatale. Quand nous voulons nous livrer a nos nobles

penchants, a nos justes desirs, a l'amour de la verite, quand nous

voulons resister, notre chaine se resserre de plus en plus et le

supplice recommence." Ingres to Gilibert, February 27, 1832, in

ibid., pp. 230—31. For other instances in which Ingres linked

financial security to professional freedom, see two letters to

Gilibert in ibid., pp. 55, 61.

38. "L'heure de mon independance vient de sonner." Ibid., p. 221.

39. "Et le monde, que je suis oblige de voir trop et bien trop, par etat et

affaires! Cela occasionne bien des soins et demande une tete, un

memoire, un esprit de conduite bien penible pour moi qui vis

parmi des hommes de qui je dois tout tenir et rien esperer. Je

marche sur le volcan des amours-propres, source de tous les

embarras et compromis possibles; et c'est moi, moi, mon cher, qui

suis a faire ce metier-la!" Ingres to Gilibert, May 13, 1825, ibid.,

p. 124. For similar complaints over his increasingly onerous

social responsibilities during these years, see ibid., pp. 130—31,

190, 202.

40. "J'envie, vingt fois le jour, l'homme des bois et des champs

quand je vois, ici, de mes yeux, que, plus on est eleve, plus on

est malheureux." Ibid., p. 124.

41. See Amaury-Duval 1993, pp. 141, 332—34, for accounts of

Ingres's quite visceral reactions to a performance of Rossini's

William Tell and a concert by Paganini.

42. For the locations of Ingres's apartments and studio, see Daniel

Ternois's commentary in Amaury-Duval 1993, pp. 70-71.

43. In a charming addendum to a letter dated April 7, 1829, from

Ingres to Gilibert, who had just visited Paris, Madame Ingres

sends the regards of both her maid and the cat. See Boyer

d'Agen 1909, pp. 209—10.

44. Ingres's aversion to the Salon—and to the Salon jury in partic-

ular—is legendary. His most official pronouncements on this

matter came in the years 1848-49 when, as a member of the

1824-1834



Commission Permanente des Beaux-Arts, he recommended

that the Salon jury be suppressed; see Fouche 1908. During the

later years of his life, Ingres, like many of his most illustrious

fellow Academicians (among them, Paul Delaroche and Horace

Vernet), regularly refused to serve on the jury; see Rosenthal

19 87, PP- 43-44-

45. See Rosenthal 1987, pp. 5-6.

46. See Ternois 1988. Ingres would eventually renounce this com-

mission, as explained below, p. 287.

47. Each of the twelve professors at the Ecole des Beaux-Arts was

responsible for one month of instruction per year; see Grunchec

1983, pp. 87-90.

48. The most frequently consulted primary sources on life in

Ingres's atelier are Amaury-Duval 1993 and Baize 1880. The

best art-historical account remains Angrand 1982, although

Daniel Ternois has recently provided a useful overview of the

topic with references to the most pertinent literature; see his

introduction to Amaury-Duval 1993, pp. 28-33.

49. The best account of pedagogical practices in the nineteenth

century remains Boime 1971.

50. "Cet homme, avec ses cinquante-trois ans, a toute l'activite

fievreuse d'un jeune homme. .
.

; il a tout le feu des meridionaux

dans son enthousiasme d'artiste et jamais ses le$ons ne sont

froides ni languissantes; il est severe dans l'interet de Part, doux

et affable dans tous ses rapports avec ses eleves, d'un facile

acces." Georges Lefrancois to Jean-Pierre-Henri Elouis, dated

August 15, 1833, quoted in Lapauze 1911a, p. 256.

51. Etex 1878, pp. 71—73.

52. "Jouissons de ces effets sublimes. Y a-t-il rien de comparable,

dans toutes les histoires connues? A qui ressemblons-nous? A
nous-memes! A ce coup d'appel qu'a pousse la foudre,—oeuvre

divine vraiment, et qui grandit plus elle s'eloigne,—nous pou-

vons enfin nous redire Francais et ne plus contenir notre longue

indignation." Boyer d'Agen 1909, p. 224.

53. For the most thorough analysis of this drawing, see Marrinan

1988, pp. 48-49-

54. "La revolution operee, finie, l'ordre partout, tout remplace!";

"stupides et mediants"; "qui, aujourd'hui meme, voudraient

salir et troubler encore l'ordre et le bonheur d'une liberte si glo-

rieusement, si divinement acquise." Ingres to Gilibert, August

12, 1830, Boyer d'Agen 1909, pp. 223—24. Angrand (1967, p.

77) aptly characterizes the political outlook expressed in this

letter as nothing but an echo of the position taken by the cen-

trist, Orleanist Journal des debats.

55. "Les hommes d'aujourd'hui ne valent pas, vraiment, la peine

que l'on prenne parti pour eux. . . . L'interet, le moi et la trahi-

son, regnent." Ingres to Gilibert, March 15, 1831, in Boyer

d'Agen 1909, p. 226.

56. "Et moi j'irais encore, moi tout seul, affronter des masses igno-

rantes, interessees et brutales. J'ai beau crier, on ne m'ecoute

nulle part. Raphael viendrait lui-meme, il ne se ferait pas enten-

dre." Ibid., p. 227.

57. See Anon., March 28, 1833, p. 45, and Jal 1833, pp. 1-2.

58. "importance toute speciale"; "parce qu'il s'agit d'un maitre, du

chef d'une ecole aujourd'hui florissante et veneree, parce qu'il

s'agit de M. Ingres." Planche 1833, p. 89.

59. Grunchec 1983, pp. 208-15. The Grand Prix winner in 1833

was Eugene Roger, who had transferred to Ingres's studio

when that of his former master, Louis Hersent, closed in 1832.

The runners-up were Philippe Comairas and Louis-Victor

Lavoine, both students of Ingres.

60. "Si M. Ingres marchait seul, s'il n'avait pas des eleves qui

l'adorent et cherchent servilement a l'imiter, il faudrait le pren-

dre tel qu'il est, et s'estimer bien heureux que le temps present

possede un homme de cette valeur. Mais M. Ingres fait ecole, et

cette ecole here est denigrante; elle pousse l'intolerance jusqu'au

fanatisme; elle defend a la peinture de reproduire la nature

autrement que M. Ingres ne la voit." Anon., March 9, 1833.

61. "Pour moi, en theorie de beaux-arts, comme en politique, c'est

dans le juste-milieu que je crois trouver la verite"; "systeme

absolu." Anon., March 15, 1833.

62. "Un seul nom, proclame par des admirations enthousiastes,

semble arbore comme drapeau d'une ecole, et adopte comme

symbole d'une doctrine. Je veux parler de M. Ingres." Ibid.

63. "L'art est emancipe et n'entend pas qu'on le gratifie d'un prince

et d'une chartre. . . . Maintenant, plus qu'en aucun temps, il veut

que son domaine soit une republique, et qu'on ne le garrotte pas

au nom de Raphael ou de Rubens." Maynard 1833, p. 38.

64. "A present, pareil a je ne sais quel dieu cruel des Mexicains, il

trone sur un autel ensanglante. Tous nos critiques, vetus en

sacrificateurs, l'entourent respecteusement et chantent des feuil-

letons a sa louange. Chaque journal est un encensoir. D'instans

en instans on immole a sa divinite un holocauste de petits pein-

tres coloristes. Grace n'est faite a personne. Les plus beaux et

les plus forts meurent aussi." Ibid., p. 85.

65. The inevitability of Ingres's appointment to the highest artistic

position in the land is discussed in Anon., March 9, 1833. This

critic can only hope that Ingres will be tolerant "when the author-

ities, who will naturally go to him, as they have gone successively

to David and M. Gerard [the two previous First Painters], to

ask his advice, on which the lives and futures of artists will

depend" ("quand le pouvoir, qui ira naturellement a lui, comme il

est alle successivement a David et a M. Gerard, lui demandera

un avis d'oii devront dependre la vie et l'avenir des artistes").

66. "Non, le pouvoir n'ira pas a M. Ingres. . . . Le peintre d'un roi

doit etre populaire, fecond et historique pour ainsi parler. Or,

M. Ingres, d'un merite d'ailleurs si eleve, ne reunit pas ces trois

titres." Maynard 1833, p. 58. Maynard went on to promote

Horace Vernet for the post.

67. "Aujourd'hui, M. Ingres est sur le piedestal qu'il s'est si labor-

ieusement construit. Il est devenu un mythe." Gautier 1833, p. 152.

68. "Tout pauvre qu'il etait, il tint a ses idees et ne fit aucune con-

cession au gout regnant." Delecluze, March 22, 1833.

69. "la pauvrete et l'oubli, sans cesser de cultiver son art avec un

amour sincere." Ibid.

70. "l'on peut etre artiste en vivant en bon pere de famille, sans

courir les champs pieds nus, ni meme etrangler la femme que

l'on aime." Ibid.

71. See, for instance, Lenormant 1833, vol. 2, p. 166: "We needed

to see M. Ingres not only as a portrait painter, but also as a

painter of history. ... All this will fall into place with the

fortunately very imminent unveiling of The Martyrdom ofSaint
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Symphorian. " ("11 fallait considerer M. Ingres non seulement

comme portraitiste, mais encore comme peintre d'histoire. . . .

Tout cela trouvera sa place a l'apparition heureusement tres

prochaine du Martyre de saint Symphorien. " )

72. The iconography of the painting was spelled out in a long letter

from the bishop of Autun to the minister of the interior, who

undoubtedly passed it on to Ingres; see Lapauze 1911a, pp. 305—7.

73. See Paris (Salon) 1827, no. 577. The painting had also been

announced for the 1832 Salon, which was canceled because of a

cholera epidemic; see Anon. 1831, pp. 265-66.

74. Something of the expectations for Saint Symphorian can be

gleaned from the correspondence of Ingres's students. On

March 1, 1833, Hippolyte Flandrin wrote from Rome to his

brothers Paul and Auguste in Paris: "Oh, my God! How afraid

I am that this painting [Symphorian] will not make it to the

Exhibition [the 1833 Salon]! It's just that if it appeared now, it

would be so fitting! Everyone's eyes are on our master, they're

waiting, and I truly believe that this sublime work would be

appreciated. Oh! this would be the fatal blow, the blow that

would decide the victory!" ("Oh! mon Dieu! que je crains que

ce tableau ne soit pas a l'Exposition! C'est que s'il paraissait

maintenant, il arriverait si a propos! Tout le monde a les yeux

sur notre maitre, on attend, et vraiment je crois que cette oeuvre

sublime serait goutee. Oh! ce serait la le grand coup, le coup qui

doit decider la victoire!") Delaborde 1865, pp. 196—97.

75. For a detailed analysis of the critical reception of Saint Sympho-

rian, see Shelton 1997, pp. 32-104.

76. "ecole catholique"; "les dernieres annees du droit divin."

Haureau, March 15, 1834.

77. "Et Ton vient nous rappeler aux emotions religieuses, Ton vient

invoquer notre admiration devant un martyr bravant les sup-

plices pour la Sainte-Trinite, pour la divinite de celui qui s'ap-

pelait le Fils de l'Homme; mais nous ne croyons plus a rien! a

peine croyons-nous a nous-meme!" Decamps 1834, p. 22.

78. "la plus haute sublimite de la pensee humain, ... la poesie

d'Homere, appliquee au christianisme." Anon., March 25, 1834.

79. "Il arrosa de son sang cette terre qui, seize siecles plus tard,

devait offrir au monde d'aussi sublimes devouemens dans les

meres et dans les fils, et d'aussi cruelles persecutions dans de

nouveaux proconsuls." Anon., March 10, 1834.

80. See, for instance, Anon., March 6, 1834: "M. Ingres apparently

dipped his brush in his hot chocolate when he painted his Mar-

tyrdom of Saint Symphorian" ("M. Ingres avait probablement

trempe son pinceau dans son chocolat quant il faisait son Mar-

tyre de saint Symphorien"); and Anon. 1834, p. 7: "It's painting

with mud" ("on peignit avec de la boue").

81. Anon., March 13, 1834: "macaroni whose strands are entwined

like serpents" ("un macaroni dont les fils s'enlacent comme des

serpens").

82. See, for instance, Anon., March 9, 1834, pp. 150-51: "The lictor

to Symphorian's right enters fully into the realm of the extraor-

dinary. He is more than Herculean, he is bulging, mountain-

ous. . . . The other lictor is so tormented in his gestures, his

muscles are so contracted, and his expression is so dolorous that

he seems to be the victim rather than the torturer." ("Le licteur,

a la droite de Symphorien, entre de plein-pied dans le domaine

de {'extraordinaire. Il est plus qu'Herculeen, il est bossue, il est

montagneux. . . . L'autre licteur est si tourmente de geste, si

contracte de muscles et si souffreteux d'expression, qu'il semble

etre la victime au lieu d'etre le bourreau.")

83. See Shelton 1998.

84. "Ce qui me chagrine, c'est que M. Ingres est profondement

decourage; il est dans son essence de ne rien prendre a demi. A

peine il a vu la charge du pied d'un de ses licteurs, que les eleves

de Gros ont crayonne sur les murs de l'lnstitut, et le voila tout

hors de lui, qui veut renoncer aux travaux du gouvernement,

aux Salons, ne plus travailler que sur de petites toiles et pour

ses amis et retourner en Italie sitot qu'il le pourra." Quoted in

Lapauze 191 ia, pp. 317—18.

85. Ingres renounced the Versailles commission in a letter to the

director of fine arts dated July 12, 1834; see ibid., p. 320. The

painting for Notre-Dame de Lorette eventually went to

Francois Picot. According to Ternois (1980, p. 82), Ingres also

renounced a commission for the Pantheon; Lapauze (1911a,

p. 318) refers to this project as only a potential commission:

work "that they were discussing with him for the Pantheon"

("dont on lui parlait pour le Pantheon").

86. On January 29, 1835, Ingres wrote to Forbin formally request-

ing that none of his works be allowed into the exhibition; see

Lapauze 1924, vol. 2, p. 229.

87. "Mais quant a etre, moi, dorenavant l'homme du public,

—

jamais!" Ingres to Edouard Gatteaux, undated, quoted in Ternois

1986a, p. 29.

88. See Angrand 1982, p. 57, n. 58, for excerpts from a letter Ingres

sent Thiers on June 30, 1834, withdrawing his candidacy.

89. See Amaury-Duval 1993, chap. 4, for a humorous account of a

tumultuous dinner party during which the artist and the politi-

cian disputed the merits of Raphael.

90. The exact date on which the drawing was executed is unknown.

However, Angrand (1967, p. 93, n. 2) has reasonably suggested

that it was drawn after Ingres's appointment to the directorship

in Rome.

91. Ingres often referred to his directorship as a "voluntary exile"

("exil volontaire") in his correspondence from Rome. See, for

instance, his letters dated July 23, 1836, to Desire Raoul-

Rochette, quoted in Naef 1977-80, vol. 3 (1979), p. 92, and

June 21, 1836, to Charles Marcotte, quoted in Lapauze 1913,

p. 94, and Ternois 1999, letter no. 31.
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97- Madame Marie Marcotte (Marcotte de

Sainte-Marie), nee Suzanne-Clarisse de

Salvaing de Boissieu

1826

Oil on canvas

36%x 29
1/
8

in. (93 XJ4 cm)

Signed and dated left, below center: Ingres 1826.

Muse'e du Louvre, Paris R.F. 2398

W166

Fig. 171. Studyfor "Madame Marcotte',''ca. 1826.

Graphite on paper, <P/
%
x in. (17.6 x 13.5 cm).

Musee Ingres, Montauban (867.247)

Little is known about the subject of this

portrait. Born into a solidly bourgeois

family (her father was a naval engineer) in

the Norman town of Ingouville in 1803,

Suzanne-Clarisse de Salvaing de Boissieu

married a man exactly twice her age in

1823. The bridegroom was Marie Marcotte,

called Marcotte de Sainte-Marie (1783—

1859), a functionary of the Treasury and,

more important for our purposes, the

youngest brother of Ingres's close friend

and patron Charles Marcotte, called

Marcotte d'Argenteuil (cat. no. 26). Child-

less for the first nine years of her marriage,

Madame Marcotte delivered her only

child, Henri, in 1832. She died in Paris in

1862.

Lack of more precise biographical data

has not prevented art historians from

speculating on the character of Madame

Marcotte. The tone was set in 1911 when

Henry Lapauze, Ingres's most authorita-

tive biographer, claimed that she was an

exceedingly frail and nervous young

woman—so much so that she found the

ordeal of posing for her portrait unbear-

able. Thus, Ingres was forced to employ

his wife as the model for the hands in the

painting.
1 Armed with this information,

Lapauze proceeded to cast a pall over the

entire picture. "Too many difficulties

arose for the painter to execute his work

with any pleasure," he lamented. "The

portrait is shrouded in the sullenness of its

sitter. . . . Before Mrae Marcotte de Sainte-

Marie, his brush turned austere. This is the

brush of a painter of the Port-Royal."
2

The analyses of subsequent art historians

have tended to be elaborations—some-

times strangely malevolent—of Lapauze's

initial (and totally unconfirmed) remarks. 3

"This rather unprepossessing sister-in-law

ofM. Marcotte was in poor health, which

made the sittings very trying for her,"

Louis Hourticq remarked in 1928. "But in

that case, why sit for her portrait? And

would it not have been better to stay at

home, on her chaise longue, than to drag

such a gloomy figure to a painter?"4 More

recently, Robert Rosenblum has high-

lighted the discrepancies between Madame

Marcotte and Ingres's earlier female

portraits (most particularly Madame de

Senonnes [cat. no. 35]), detecting in the

later work "a disturbing aura of almost

neurotic melancholy and frailty" that

evoked the "cloistered privacy of a sick-

room" rather than the hothouse opulence

of a salon or boudoir. 5 Rosenblum went on

to enumerate the sitter's less than enticing

features
—

"the large and anxious eyes, the

long nose, the pale and unsmiling lips" —
and to liken the profusion of jewelry

adorning her person to religious parapher-

nalia
—

"the rosaries and crucifixes that

might be reverently cherished by a nun."7

The end result of all this, according to

Rosenblum, was "an ascetic gloom unique

in Ingres's portraiture."
8

Without necessarily denying the valid-

ity of these psychobiographical interpre-

tations of the portrait, the analysis of

Madame Marcotte may be expanded to

include an examination ofhow the work

might originally have functioned as a

social document—to consider what kinds

of meanings it was expected to generate

when initially placed before the Parisian

public at the Salon of 1827-28. As Paula

Warrick has pointed out in a recent study

of the portraits of the entire Marcotte clan,

it seems unlikely that the family would

have sanctioned the public exhibition of

Madame Marcotte had it denoted nothing

but dourness and neuroses. 9 Certainly, the

image must have offered something that

was positive, even flattering, for its well-

heeled sitter and her increasingly powerful

relatives.

Many historians have noted that the pic-

ture, completed only three years after the

Marcottes' marriage, may have been a

kind ofbelated wedding portrait. If so, its

primary function would have been to cele-

brate the specifically wifely virtues—the

modesty and reserve—of its sitter rather

than her physical charms and seductive-

ness. It is the latter attributes that are most
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frequently emphasized in Ingres's earlier

female portraits, most particularly those of

Madame Duvaucey (fig. 87) and Madame

de Senonnes (cat. no. 35), the two works

to which Madame Marcotte is so frequently

and, for the most part, so unfavorably

compared.
10
Yet here it must be noted that

at the time of their depiction both of these

earlier sitters were, in striking contrast to

Madame Marcotte, not virtuous young

brides but celebrated beauties who had

become the mistresses of powerful French-

men living in Italy during the Napoleonic

occupation. Thus, the much commented

upon differences in the degree of erotic

allure between the Roman portraits and

Madame Marcotte may be less a function of

the specific personalities of the sitters than

of their contrasting positions within con-

temporary French society."

The alleged dourness ofMadame

Marcotte relative to Ingres's earlier female

portraits must also be examined in light of

the dramatic developments that occurred

in feminine fashion during the 1820s. By

1826 the exaggeratedly simple, high-

waisted "Empire" dress, with its provoca-

tively low neckline and sheer, diaphanous

material (see, for instance, cat. no. 9),

was a distant memory. During the 1820s,

necklines had begun to rise and materials

became both more colorful and more

opaque.
12 Madame Marcotte's deep

brown satin day dress, with its wide,

neck-hugging collar and flaring "gigot"

sleeves, is fully representative of these

trends. Thus, instead of indicating an

almost neurotic modesty—as many histori-

ans accustomed to the sexier decolletages

of Ingres's earlier female sitters have come

to assume—Madame Marcotte's choice of

costume in this portrait attests to her emi-

nent modishness.' 3 And whatever note of

priggishness one might want to attach to

this style of dress vis-a-vis the more form-

revealing fashions of the first two decades

of the century must ultimately be attrib-

uted to the conservatism of Restoration

society as a whole, not simply to the

"fierce modesty'"4 of a single bourgeois

woman.

Had Madame Marcotte deviated mark-

edly from conventional notions of femi-

ninity, it would almost certainly have

elicited a strong reaction in the press.

Yet only one reviewer of the 1827 Salon

bothered to comment on the portrait

at length. Attempting to explain why

Madame Marcotte pleased him less than the

Comte de Pastoret (cat. no. 98), the other

portrait by Ingres in the exhibition, Pierre-

Alexandre Coupin, the usually sympa-

thetic critic of the Revue encyclopedique,

surmised that it might have been because

the former canvas was too large and

thereby magnified its sitter's lack of excep-

tional beauty. "Unless a woman has the

marks of a truly great character," he some-

what euphemistically explained, "she is

bound to lose by this system [large-scale

portraiture], which must, it seems to me,

attenuate whatever there might be in her

physiognomy that is fine and delicate. . . .

I find, too, that the contours have a certain

dryness; there is something unrealistic about

the color of the eyes."
1

' That Ingres

—

and/or his patron—may also have found

the portrait less than satisfactory is sug-

gested by the fact that it was never again

exhibited during the artist's lifetime, nor

was it included in the monumental illus-

trated oeuvre catalogue published by his

friend Albert Magimel in 1851.
16

Only three drawings relating to the por-

trait have been identified. A fully resolved

portrait drawing (cat. no. 103) shows the

sitter in an almost identical pose and wear-

ing the same dress, but in a slightly differ-

ent interior setting. Infrared photographs

of the Louvre canvas show that the origi-

nal version of the painting was quite close

to this sketch: Madame Marcotte was ini-

tially seated on a high-backed banquette

instead of the bright electric-yellow cush-

ions that cradle her in the final version.
17

Technical analysis has also revealed that

the featureless wall behind the sitter's head

was originally decorated with a brocade

floral pattern. The other two related draw-

ings, which are in the Musee Ingres in

Montauban, show Madame Marcotte

seated in a more erect posture in an out-

door setting; in one of these (fig. 171) she

appears to hold a large open book on her

lap.'
8

a.c.s.

1. Lapauze 1911a, p. 278. As Helene Toussaint

has noted, the position ofMadame Marcotte's

hands seems to have been inspired by those

in Raphael's Portrait ofMaddalena Doni in

the Pitti Palace in Florence. An oil copy by

Ingres of these hands, probably based on an

engraving as opposed to the original paint-

ing, which did not enter the Pitti Palace until

1826, is in the Musee Bonnat in Bayonne (fig.

138); see Toussaint in Paris 1985, p. 70.

2. "Trop de difficultes s'eleverent pour que le

peintre accomplit son oeuvre dans la joie.

Le portrait s'enveloppe de la maussaderie du

modele. . . . Devant Mme Marcotte de Sainte-

Marie, son pinceau se fit austere. C'est le

pinceau d'un peintre de Port-Royal." Lapauze

1911a, p. 278. The Port-Royal was a famous

convent in Paris.

3. Hans Naef, one of the few historians to ques-

tion the reliability of Lapauze's claims, noted

that as of 1954 the current descendants of

Madame Marcotte had no precise informa-

tion concerning the character of Ingres's sit-

ter; see Naef 1977-80, vol. 2 (1978), p. 514.

4. "Cette peu avenante belle-soeur de

M. Marcotte avait une faible sante qui lui

rendait les seances de pose tres penibles. Mais

alors, pourquoi poser? Et ne vaudrait-il pas

mieux rester chez soi, sur sa chaise longue,

plutot qu'apporter si maussade figure chez un

peintre?" Hourticq 1928, p. 66.

5. Rosenblum 1967a, p. 128.

6. Ibid. Compare Lapauze 1911a, p. 278: "Mme

de Sainte-Marie had big, round eyes, the eyes

ofone who is nearsighted, a prominent nose,

and thick lips. Ingres certainly did not betray

nature, for he rendered her exactly as she

was." ("Mme de Sainte-Marie avait de grands

yeux ronds, des yeux de myope, le nez fort et

la bouche charnue: Ingres n'a point trahi la

nature, car il l'a rendue telle quelle.")

7. Rosenblum 1967a, p. 128. Rosenblum, fol-

lowing Lapauze, suggests that the small book

in Madame Marcotte's right hand is a prayer

book.

8. Ibid.

9. Warrick 1996, p. 161. My analysis owes

much to the insights contained in this study.

10. One of the few exceptions to this is found in

Whiteley 1977, p. 60: "Holding her lorgnette

aside for an instant, Mme. de Marcotte looks

up with a quizzical look in her extraordinary

eyes, which draw the spectator's attention,

while Mme. de Senonnes's vacuous face

fails to compete with the splendour of her

accessories."

n. It is noteworthy that the only other identifi-

able portrait by Ingres of a married woman

to have been exhibited at the Salon, the

rather daringly sensuous Madame Riviere

(cat. no. 9), was attacked in 1806 as being

indecent; see p. 500.

12. For an overview of developments in femi-

nine fashion in the 1820s, see Payne 1965,

pp. 488-97.

13. See Warrick 1996, pp. 29, 150, 157—60, where

it is also noted that Madame Marcotte's jew-

elry and "Apollo"-style coiffure were on the

cutting edge of fashion.
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14- "pudeur farouche." Lapauze 1911a, p. 278.

15. "A moins qu'une femme n
T

ait des traits d'un

tres-grand caractere, elle doit perdre a ce

systeme qui me semble devoir attenuer ce

qu'il peut y avoir de fin et de delicat dans

sa physionomie. . . . ]e trouve aussi que les

contours ont un peu de secheresse; la

couleur des yeux a quelque chose qui

semble manquer de verite." Coupin 1828,

p. 865.

16. Magimel 1851. The lack of publicity accorded

this picture may also be attributed to Ingres's

lifelong reticence about advertising his

prowess as a portraitist.

17. See Toussaint and Couessin 1985, p. 202.

18. The other drawing (inv. 867.248) represents

a slightly different detail of the sitter's torso

and lap.

Provenance: Mine Marie Marcotte de

Sainte-Marie (1803-1862); bequeathed by her to

her son, Henri Marcotte de Sainte-Marie (1832—

1916), 1862; bequeathed by him to his children,

1916; purchased from the latter by the Musee du

Louvre, 1923

Exhibitions: Paris (Salon) 1 827, no. 576;

Paris 1923 [eb]; Prague 1923, no. 9; Copenhagen,

Stockholm, Oslo 1928, no. 94 (Copenhagen),

no. 83 (Stockholm), no. 88 (Oslo); Paris 1930,

no. 166; Paris 1934c, no. 5; Los Angeles 1934,

no. 11 [eb]; San Francisco 1934, no. mj Balti-

more 1934-35, no. 18 [eb]; New York 1935,

no. 9; Paris 1946c, no. 145 [eb]; Paris 1953a,

no. 35; Montauban 1967, no. 101; Paris 1967-68,

no. 139; Montauban 1980, no. 50; Tokyo, Osaka

1981, no. 84; Paris 1985, no. XT!

References: Anon., December 18, 1827a,

p. 927; Beraud 1827, p. 150; Delecluze, December

23, 1827; Anon., January 13, 1828, p. 19; Coupin

1828, pp. 864-65; Farcy 1828, p. 67; Vergnaud

1828, p. 20; Lapauze 1911a, pp. 277-78, ill.

p. 263; Guiffrey 1923a, p. 71, ill.; Hourticq 1928,

p. 66, ill.; Malingue 1943, p. 11, ill. p. 44; Cassou

1947, p. 68; Wildenstein 1954, no. 166, pi. 69;

Naef 1958 ("Marcotte Family"), p. 338; Rosen-

blum 1967a, p. 128, pi. 34; Clark 1971, p. 359,

fig. 6; Whiteley 1977, p. 60, pi. 43; Naef 1977-80,

vol. 2 (1978), p. 513, fig. 10; Ternois 1980, p. 76,

no. 177, ill. pp. 1 1 1—
1 3;

Ternois and Camesasca

1984, no. 118, ill.; Toussaint and Couessin 1985,

p. 202, figs. 13-15; Compin and Roquebert 1986,

p. 324, ill.; Zanni 1990, no. 77, ill.; Vigne 1995b,

p. 183, figs. 122, 151; Warrick 1996, pp. 29-30,

150-65

98. Amedee-David, Comte de Pastoret

1826

Oil on canvas

x 32^ in. (103 x 83.5 cm)

Signed and dated lower left: Ingres 1826

Inscribed upper left: A M.'
s de Pastoret/

/Etat.
s
32. [To M(arqu)is de Pastoret/Age 32.]

The Art Institute ofChicago

Estate ofDorothy Eckhart Williams,

Robert Allerton, Bertha E. Brown, and Major

Acquisitions endowments tciy 1.452

Wi6y

It is unclear when Ingres first encountered

Amedee-David, comte (later marquis)
1

de

Pastoret (1791-1857), the subject of this

portrait. The surviving correspondence

between the two men, published nearly

three decades ago in a marvelously infor-

mative article by Pierre Angrand and

Hans Naef,
z
begins about 1818; however,

Naef has more recently speculated that the

two may have met as early as 1809, when

the eighteen-year-old count arrived in

Italy as Secretaire-General du Gouverne-

ment Provisoire des Etats Romains. 3

Whatever the precise date of their initial

encounter, Pastoret and Ingres went on to

form a remarkably productive partnership.

At the time of his death, Pastoret had

accumulated no fewer than seven works

by Ingres; in addition to the present por-

trait, he owned The Entry into Paris ofthe

Dauphin, the Future Charles V (fig. 136), a

painting in the so-called troubadour

manner trumpeting the Pastoret family's

longstanding (but hardly uninterrupted)

allegiance to the crown; a charming por-

trait drawing of Louise-Alphonsine de

Pastoret (1796-1876), Amedee's wife

(fig. 172), executed during the couple's visit

to Florence in 1822; an undated tondo of

the head of the nude subject of the Grande

Odalisque (W 96; location unknown); a

watercolor sketch of The Apotheosis of

Homer (Musee des Beaux-Arts, Lille); and

a pair ofbust-length paintings of Christ

and the Virgin Mary (W 211, 203; Museu

de Arte, Sao Paulo).4 Had Ingres cooper-

ated, the Pastoret collection would have

been richer still in works by his hand, for

the count sought unsuccessfully to coax

the artist to execute several other paint-

ings, including a pendant to The Entry into

Paris ofthe Dauphin
1 as well as repetitions

ofsome of his most celebrated genre and

history paintings.
6
Although Ingres was

unable to fulfill all of Pastoret' s requests,

he was careful not to alienate one of his

most important patrons. "I am always glad

to see you in possession ofmy works—you

who are distinguished by such enlightened

taste and who at every turn honor me with

uncommon friendship and benevolence,

the value of which I greatly appreciate."7

Amedee was not the first member of his

family to demonstrate such an intense

interest in art. Both of his parents are com-

memorated in portraits by two of Ingres's

most illustrious contemporaries. Jacques-

Louis David represented Pastoret's mother,

the celebrated socialite Adelaide de Pas-

toret (1765-1843), in an austere Revolu-

tionary portrait of the early 1790s now in

the Art Institute of Chicago (fig. 175)

—

the infant in the cradle at the right is

Amedee-David. Nearly four decades later,

1824-1834 295



Fig. 172. Comtesse de Pastoret, 1822 (N 263).

Graphite on paper, n'/
g
x 8 in. (28.4 x 20.4 cm).

Private collection

Fig. 173. Studyfor "Comte de Pastoret"

ca. 1826. Charcoal, graphite, and white

highlights on paper, 14 3/ x y
l/
g
in.

(37.5 x 23.2 cm). Musee Ingres,

Montauban (867.363)

Fig. 174. Agnolo Bronzino (1503-1572). Portrait ofa

Young Man, ca. 1540. Oil on wood, 37'^ x 29',/ in.

(95.5 x 74.9 cm). The Metropolitan Museum of Art,

Bequest of Mrs. H. O. Havemeyer, 1929, H. O.

Havemeyer Collection, 29.100.16

Paul Delaroche executed a magisterial

portrait ofAmedee's father, Emmanuel

(1756-1840; fig. 176).

Ingres's interest in maintaining a good

relationship with Pastoret had as much to

do with the count's social and political

influence as with his artistic proclivities.

The scion of an exceedingly ambitious (and

unabashedly opportunistic) family, Amedee

first rose to prominence as a promising

young bureaucrat during the Empire. His

attachment to Napoleon did not prevent him

from rallying to the Bourbons in 18 14,

however, and he was rewarded for this

abrupt change of allegiance with a string of

prestigious posts during the Restoration:

Maitre des Requetes au Conseil d'Etat

(1814), Commissaire du Roipres la Com-

mission du Sceau de France (1817), Gentil-

homme Titulaire de la Chambre du Roi

(1820), and Conseiller d'Etat en Service

Extraordinaire (1825).

Apart from his administrative ambi-

tions, Pastoret fancied himself a writer

and, beginning in 1813, penned a series of

poems and historical novels.9 On March 22,

1823, he was elected an associate member

of the Academie des Beaux-Arts, in which

capacity he almost certainly lobbied for

Ingres's election as a corresponding member

just nine months later.
10
Having refused to

swear allegiance to the Orleanist regime

in the aftermath of the 1830 Revolution,

Pastoret lost most of his political creden-

tials. During the July Monarchy, he became

a leader of the legitimist opposition and

served as one of the principal agents in

France of the exiled Bourbon court. His

status as an internal emigre did not prevent

Pastoret, now a marquis, from presiding

over the lavish banquet commemorating

Ingres's return to Paris after six years of

service as director of the Academie de

France in Rome.
11
Changing political

allegiance once again in 1852, the marquis

rallied to the Second Empire and was

made a senator by Napoleon III.

Ingres's portrait shows Pastoret at the

height of his power and prestige. Although

the work is dated 1826, there is reason to

believe that it was begun as early as 1823."

Only two preparatory drawings relating to

the painting have been identified. A spec-

tacular costume study for the count's

torso and left arm (fig. 173) and a sketch of

his left hand are in the Musee Ingres in

Montauban.' 3 The portrait is mentioned

only twice in Ingres's correspondence

with the sitter. On December 9, 1824, the

artist reaffirmed the price of the picture at

1,000 francs; in a subsequent letter, he

changed an appointment for a sitting and

asked the count to send him a pair of his

gloves, which would figure prominently

in the still life in the lower left corner of

the painting.
14

The Comte de Pastoret is relatively

unusual among Ingres's male portraits in

its emphasis on costume and accessories.

Pastoret wears the black embroidered uni-

form of councillor of state, the understated

elegance of which, ifwe are to believe

Amaury-Duval, was conditional for Ingres's

agreement to execute the painting.' 5 The

relative sobriety of this shimmering black

costume is relieved by the cross of the

Legion of Honor hanging from a scarlet

ribbon at Pastoret's neck, as well as by the

elaborate gold and mother-of-pearl sword

suspended from his waist.'
6 An official-

looking document and a ceremonial black

bicorne rest beside the count's pale yellow

gloves on the chair at the left. The decor is

otherwise rather sparse. Pastoret poses

before a wall covered with green striped

damask above gray-and-gold wainscoting.

A length of green drapery hanging rather

limply along the right edge of the picture

is all that remains of the standard accou-

trements found in more traditional grand-

manner portraits.

As Robert Rosenblum first pointed out,

the count's swaggering hand-on-hip pose
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and disdainful expression seem to have

derived from Agnolo Bronzino's cele-

brated Portrait of a Young Man, now in

the Metropolitan Museum (fig. 174).
17 The

resulting air of aristocratic hauteur is

perfectly in keeping with the character

of the sitter, who was notorious among

his contemporaries for a lack of social

and political skill, combined with unre-

strained ambition and pretentiousness.

The Memoires de ma vie by Charles de

Remusat, a childhood friend of Pastoret,

contains a devastating description of

fngres's sitter:

In general, society judged him harshly.

His downfall was his excessive pretension,

particularly to qualities and accomplish-

ments that belonged neither to him nor to

his times. While pursuing an administra-

tive career, he fancied himself a poet, a

man of the world, a gallant knight, and a

brave and faithful lover, the very incarna-

tion of the romantic troubadour. But all

the while, women found his complexion

too ruddy and his legs too fat, and he

managed to be a mediocre bureaucrat,

a poet for the Almanack des Muses, a

man of vulgar good fortune, and a social-

climbing sycophant.'
8

It was Pastoret's vanity and dubious

social and political reputation that domi-

nated discussion of Ingres's portrait when

it first went on display at the 1827 Salon.
1 '

"It seems to me that the artist intended

here to compose a type, the ideal of a par-

ticular kind of character," the critic foria

Pandore facetiously wrote:

with his conceited air, his proud head

propped up by a stiff cravat, and his dra-

matic pose, we immediately recognize a

person of importance. The figure and all

his accessories, such as the scroll of paper

thrown on the table [sic], place us in a

diplomatic setting. Who does not recall,

in the Theatre de Clara Ga^ul, the baron

Amedee de Pacaret, junior official at the

imperial Council of State, residing in

Fiouie and charged with keeping an eye

on Gypsies and Spaniards? It is he whom

I see brought to life in M. Ingres's canvas.

He has evidently made his way in the

world since the Restoration. A social

climber who has forgotten his origins, he

seeks to gain his fortune from dowagers.

No doubt they had him in mind when

they coined the phrase: "A duchess is

never older than thirty."
20

The comments of Auguste Jal—a soldier

under Napoleon, who, in marked contrast

to Pastoret, had refused to rally to the

Bourbons and was therefore forced into

premature retirement—were no less bit-

ingly sarcastic. Besides Pastoret's rather

Fig. 175. Jacques-Louis David (1748—1825). Fig. 176. Paul Delaroche (1797— 1856). Emmanuel

Adelaide de Pastoret, ca. i79i.Oilon de Pastoret, 1 829. Oil on canvas, 61 x 49 '/ in.

canvas, 52 */ x 39^ in. (133 x 100 cm). Art (133 x 100 cm). Museum of Fine Arts, Boston

Institute of Chicago

bumbling, heavy-handed conservatism, his

foppery and literary pretensions were also

caricatured by Jal:

Good-looking, curly-haired, slightly

stooped, with proud eyes, he looks a little

like David as portrayed by Guido [Reni].

The Goliath he has slain is some liberal

argument that strayed into the Council of

State; his sling is an oration, weightier

than the stone that struck the forehead of

the Philistine giant, and from which may

the God of Mercy preserve us! M. Amedee

de Pastoret has composed a history of the

Neapolitan revolution in the time of

Mazaniello; the book is full of contradic-

tions, minor points, and concetti, and is

devoid of thought. It reads as if written

under the Regency for the edification of

the ladies of the court.
2 '

Jal went on to repeat what by 1827 was

becoming a critical platitude on the subject

of Ingres's paintings, complaining that even

though the portrait was beautifully drawn,

it was absolutely devoid of life-giving color.

In this particular instance, however, the

fault was not entirely Ingres's: "What is one

to do with hands scrupulously whitened

with almond paste, with a face that the

sun's ardors have never tanned?"
22

Some twenty years after its execution,

the portrait of Pastoret occasioned one of

the more curious episodes in Ingres's col-

orful career. Early in 1846, in the presence

of the artist himself, a certain Monsieur

Pommereux unwittingly criticized the

work as it hung in Pastoret's residence.

This embarrassing incident made its way

into the press—an almost inevitable even-

tuality that Pommereux accused Ingres

of instigating. The animosity between the

two men escalated, and a duel was declared.

King Louis-Philippe himself had to inter-

vene to keep this farcical encounter from

taking place.
2
' a . c . s

.

[ . Amedee inherited the title of marquis upon the

death of his father in 1840, thus, some four-

teen years after Ingres completed this portrait.

2. Angrand and Naef 1970a; Angrand and Naef

1970b.

3. Naef 1977—80, vol. 2 (1978), p. 434, n. 2.

4. For a contemporary account of the Pastoret

collection, see Thore, August 19, 1845.

5. Allusions to this unexecuted project are con-

tained in Ingres's letters to Pastoret; see

Angrand and Naef 1970a, pp. 20-21, 23.

6. In a letter dated February 15, 1827, to
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Pastoret, Ingres discusses providing his

"Maecenas" with repetitions of a small

Bather ("petite baigneuse") and Raphael and

the Fornarina (fig. 127), as well as a sketch of

the picture ("tableau") on which he was cur-

rently working (possibly The Martyrdom of

Saint Symphorian [fig. 169] or, more likely,

The Apotheosis ofHomer [fig. 164]); see

Angrand and Naef 1970b, pp. 13-14. In a

letter to Marcotte d'Argenteuil dated Febru-

ary 21, 1824, Ingres also mentions a Virgin

and Child that he was trying to complete for

Pastoret in time for the Salon; see Lapauze

191 3, p. 1083, and Ternoisi999, letter no. 10.

Could this be the lost work, apparently never

finished and subsequently defaced by the

artist, catalogued by Delaborde (1870, no. 10;

W 229) as a "premiere pensee" (preliminary

sketch) for The Virgin with the Host (fig. 11)?

Whatever the case, Ingres seems to have

abandoned this subject for the Pastoret com-

mission in favor of the more iconic Virgin

with the Blue Veil in Sao Paulo.

7. "C'est moi qui suis toujours heureux de vous

voir possesseur de mes ouvrages, vous que dis-

tingue un gout si eclaire et qui m'honorez

d'une amide et d'une bienveillance rares, en

toute occasion et dont j'apprecie vivement tout

le prix." Ingres to Pastoret, February 15, 1827,

quoted in Angrand and Naef 1970b, p. 13.

8. For an overview of Pastoret's administrative

career, see Bassan 1969, pp. 27—30.

9. For a list of Pastoret's literary productions,

see ibid., pp. 31-32.

10. In a letter dated April 10, 1824, Ingres refers

to previous correspondence in which he had

thanked Pastoret for the part he played in the

artist's election to the Academie; see Angrand

and Naef 1970a, p. 22.

1 1 . On this banquet, which took place on June 16,

1841, in the Salle Montesquieu, see Angrand

and Naef 1970b, pp. 18-21, and Shelton 1997,

pp. 229-45.

12. Daniel Ternois was the first to point out

that the age of the count inscribed on the

canvas ("Aetat. 32") does not coincide with

Pastoret's actual age in 1826. Ternois sur-

mised that the inscription refers to the date

when the painting was begun, that is, 1823;

see Paris 1967-68, no. 140.

13. Inv. 867.363 and 867.364, respectively. The

costume study is almost certainly the same

drawing that was exhibited at the Salon des

Arts-Unis in Paris in 1861—and not a sepa-

rate study as suggested by Susan Wise in

Chicago 1978, no. 15. See Galichon 1861b,

p. 43: "a fine study of M. de Pastoret's left

arm. It is repeated twice in black pencil, on

violet-colored paper, with a few highlights in

white on the cravat. (Height 335 m.; Width

235 mm)" ("une belle etude pour le bras

gauche de M. de Pastoret. 11 est repete deux

fois au crayon noir, sur un papier violet, avec

quelques rehauts de blanc a la cravate. [Haut.

335 millim. Larg. 235 millim.]")

14. Angrand and Naef 1970b, pp. 8, 15.

15. In a much-quoted (and perhaps apocryphal)

passage from L 'Atelier d'Mgres, Amaury-

Duval recounts that he congratulated Ingres

"on having painted a suit whose embroi-

deries did not detract from the head, as a

councillor of state's uniform at the time was

embroidered with black silk on black. 'If

they had been green or blue palms, as on

certain official costumes . .
.' He cut me off:

'I wouldn't have painted it.'" ("d'avoir eu

a peindre un costume dont les broderies

ne faisaient aucun tort a la tete, l'habit de

conseiller d'Etat etant alors brode de soie

noire sur noir: 'Si c'eut ete des palmes vertes

ou bleues, comme a certains costumes

officiels . .
.' il m'arreta: 'Je ne l'aurais pas

fait.'") Amaury-Duval 1993, pp. 102—3.

16. Pastoret was made commander in the Legion

of Honor on August 3, 1824; in 1853 he was

elevated to the rank of grand officer by

Napoleon III.

17. Rosenblum 1967a, p. 36. More recently,

Georges Vigne has argued that Ingres used

an architectural detail from Bronzino's por-

trait in one of his versions of The Death of

Leonardo da Vinci; Vigne 1995b, p. 183.

18. "Il a, en general, ete juge severement dans le

monde. Ce qui l'a perdu, c'est son excessive

pretention, particulierement a des merites et

a des succes qui n'allaient ni a lui ni a sons

temps. lis s'imaginait, tout en courant la car-

riere de l'administration, d'etre un poete,

homme du monde, un galant chevalier, un

amant fidele et brave, la realisation d'un

troubadour de romance. Et pendant que les

femmes lui trouvaient le teint trop rouge et

les jambes trop grosses, il a reussi a etre un

fonctionnaire mediocre, un poete d'almanach

des muses, un homme a vulgaires bonnes

fortunes, un courtisan parvenu." Remusat

1958—67, vol. 1, p. 69, quoted in Angrand and

Naef 1970b, p. 16. The Almanach des Muses

(1765-1833) was a popular literary journal

that specialized in the publication of "light"

poetry, mostly by second-rate authors.

19. Both of Ingres's portrait submissions, this

one and Madame Marcotte de Sainte-Marie

(cat. no. 97), entered the Salon late. Pastoret

was hung very prominently in the corner of

the Salon Carre near the entrance to the

Grande Galerie. See Anon., December 18,

1827a, and Anon., December 18, 1827b.

20. "il me semble que l'artiste a voulu composer

ici un type, l'ideal d'un caractere: a cet air

avantageux, a cette tete haute que soutient une

cravate empesee, a cette pose dramatique on

reconnait d'abord VImportant. La figure et tous

les accessoires, par exemple ce rouleau de

papier jete sur la table nous transportent dans

une atmosphere diplomatique. Qui ne se rap-

pelle, dans le Theatre de Clara Ga^ul, le baron

Amedee de Pacaret, cet auditeur au conseil

d'etat imperial, residant en Fiouie, et charge

d'y surveiller la Romano et ses Espagnols?

C'est lui que je vois revivre sur la toile de

M. Ingres. Sans doute il aura fait son chemin

depuis la restauration. Parvenu oublieux de

son origine, il court les bonnes fortunes aupres

des douairieres; c'est pour lui qu'on a dit ce

mot: 'Une duchesse n'a jamais que trente ans.'"

Anon., December 18, 1827b. The Theatre de

Clara Ga^ulwas a collection ofplays, ostensi-

bly by a Spanish actress but in reality penned

by the young Prosper Merimee. One of its

characters, baron Amedee de Pacaret, was

based on Ingres's sitter. (The surname Pacaret

refers to a notorious faux pas that the socially

inept Pastoret committed at the table of Louis

XVIII.) The final section of the quote refers

to the count's equally discreditable amorous

adventures; see Bassan 1969, pp. 32-33.

21. "Beau, frise, penche, l'oeil fier, il a quelque

chose du David represente par le Guide. Le

Goliath qu'il a tue, c'est quelque argument

liberal egare au conseil d'Etat; sa fronde est

une oraison, plus lourde que la pierre qui

frappa au front le geant philistin et dont

le Dieu de bonte veuille vous preserver!

M. Amedee de Pastoret a fait une histoire de la

revolution de Naples au temps de Mazaniello;

c'est un livre rempli d'antitheses, de petites

pointes, de concetti, et vide de pensees; on le

dirait ecrit sous la regence pour 1'instruction

des femmes de la cour." Jal 1828, pp. 291-92.

"Un histoire de la revolution de Naples"

refers to one of Pastoret's principal literary

productions: Le Due de Guise a Naples; ou

Memoires sur les revolutions de ce royaume en

i64jet 1648(1^).

22. "Que voulez-vous qu'on fasse d'apres des

mains soigneusement blanchies a la pate

d'amande, d'apres une figure que les ardeurs

du soleil n'ont jamais brunie?" Jal 1828,

p. 292. For a less forgiving assessment of

Ingres's stylistic mannerisms, see Vergnaud

1828, p. 20: "In these portraits [Pastoret and

Madame Marcotte de Sainte-Marie] are found

the anatomical and pretentious drawing

style—though always fine, expressive, and

accurate—that is characteristic of M. Ingres.

The accessories are well handled in the man's

portrait, but his face, colored with more atten-

tion to detail than to veracity, lacks relief and

the breath of life. In these portraits, which

some might call Raphaelqed, we see rounded

fingers, rendered with a precious and stuffy

technique that seems only to have Ingresi^ed

Raphael." ("On trouve dans ces portraits le

dessin anatomique et pretentieux, quoique

toujours fin, expressif et correct, de M. Ingres.

Les accessoires sont bien traites dans le portrait

d'homme, mais la figure, coloree avec plus de

soin que de verite, manque de relief et de vie.

Dans ces portraits, Raphae'lises, dit-on, nous

voyons des doigts ronds et d'un faire precieux

et compasse qui nous semblent seulement avoir

Ingresie Raphael.") This attack on Ingres's

portraits is rebutted in Farcy 1828, p. 67.

23. Several accounts of this humorous episode

exist. They have been gathered together in

Naef 1969 ("Ingres duelliste") and Naef 1974

("Ingrisme"), p. 38.
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Provenance: Amedee-David, marquis de

Pastoret (1791—1857); his wife, Louise-Alphon-

sine de Pastoret (1796-1876); her daughter,

Marie, marquise du Plessis-Belliere (1817-1890),

Chateau de Moreuil-en-Picardie; her sale, Hotel

Drouot, Paris, May 10-ti, 1897, no. 85; pur-

chased at that sale for Edgar Degas by Durand-

Ruel & Cie., Paris, for 8,715. 10- francs; Edgar

Degas (1834—1917), Paris; his sale, Galerie

Georges Petit, Paris, March 26—27, 1 9 1 ^, no. 52;

purchased at that sale by David David-Weill,

Neuilly, for 90,000 francs; sold by him to

Wildenstein & Co., Inc., New York; purchased

from them by the Art Institute of Chicago,

June 21, 1971

Exhibitions: Paris (Salon) 1827, no. 575;

Paris 1855, no. 3371; Paris 1921, no. 25; Paris 1931,

no. 46; Paris 1934c, no. 4; Paris 1967—68, no. 140;

Paris, Detroit, New York 1974-75, no. in;

Chicago 1978, no. 15; Louisville, Fort Worth,

1983-84, no. 66; New York 1997-98 ([vol. 2],

no. 617)

References: Anon., December 18, 1827a,

p. 927; Anon., December 18, 1827b; Beraud 1827,

p. 150; Anon., January 13, 1828, p. 19; Farcy

1828, p. 67; Jal 1828, pp. 291—92; Vergnaud 1828,

p. 20; Thore, August 19, 1845; Anon., March 15,

1846, p. 35; Karr 1846, p. 61; Magimel 1851, no.

49; About 1855, p. 132; Belloy, June 10, 1855;

Boiteau d'Ambly 1855, p. 472; Gautier 1855,

p. 166; Lacroix 1855, p. 207; Mantz 1855, pp. 225-

26; Nadar, September 16, 1855; Perrier 1855,

p. 45; Vignon 1855, p. 190; Duval 1856, p. 49;

Delaborde 1870, no. 150; Claretie 1873, p. 20;

Retaux 1884, p. 191, no. 158; Chennevieres 1885,

p. 251; Delignieres 1890, p. 494; Lapauze 1901,

p. 112; Boyer d'Agen 1909, pp. 132-33, 195;

Lapauze 1911a, pp. 280-81, ill. p. 257; Henriot

1926-28, vol. 1, pp. 205-8, ill. p. 209; Hourticq

1928, pp. vi, 67, ill.; Giard 1934, p. 166; Malingue

1943, ill. p. 43; Alazard 1950, pp. 84-85, fig. 56;

Wildenstein 1954, no. 167, pi. 68; Rosenblum

1967a, p. 36, fig. 48; Bassan 1969, p. 31; Naef

1969 ("Ingres duelliste"); Angrand and Naef

1970b, pp. 8, 15—17, 22; Cunningham 1972, ill.

p. 3; Naef 1974 ("Ingrisme"), p. 38; Whiteley

1977, pp. 62-63, ill.; Naef 1977-80, vol. 2 (1978),

pp. 434-37, fig. 2; Picon 1980, ill. p. 99; Ternois

1980, pp. 76, 93, 145, no. 178, ill. p. 109; Ternois

and Camesasca 1984, no. 119, ill.; Zanni 1990,

no. 78, ill.; Amaury-Duval 1993, pp. 102-3;

Vigne 1995b, pp. 183, 199, 254, pi. 152
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too, tot. Studiesfor "Louis-Francois Bertin"

(see p. 30J)

This portrait is not only Ingres's most

famous but also one of the most celebrated

likenesses in the history of Western art.

Initially hailed as a breathtaking transla-

tion into paint of an extraordinary individ-

ual, the work quickly came to symbolize

the central sociological event of the nine-

teenth century: the rise to economic and

political preeminence of a tenaciously self-

made and unapologetically self-satisfied

bourgeoisie.

Ingres's sitter, Louis-Francois Bertin

(1766-1841), called "Bertin I'aine" to dis-

tinguish him from a younger brother with

the same given names, was among the

most powerful newspapermen of his age.

Although initially enthusiastic about the

prospects of 1789, he reacted with horror

to the subsequent radicalization of the

Revolution and first rose to prominence in

the mid-i79os as an anti-Jacobin polemi-

cist.
1

Shortly after Napoleon's coup d'etat

in November 1799, Bertin, along with his

younger brother, Bertin de Vaux, pur-

chased the publication with which his rep-

utation would eventually be made, the

Journal des debats. The paper's royalist

slant proved intolerable to Bonaparte,

however, and Bertin was arrested and sent

into exile on the island of Elba in 1801.

Having received permission to travel to

Italy soon after his arrival on the island, he

was befriended by other royalist expatri-

ates living on the peninsula, most notably

Chateaubriand and the painter Francois-

Xavier Fabre, who executed a portrait of

the exiled journalist in 1803 (fig. 177).
2

Illegally reentering France in 1804, Bertin

managed to coexist peacefully with the

emperor until 1811, when his paper, which

had been temporarily renamed theJournal

de VEmpire, was confiscated by the gov-

ernment, leading to his financial ruin.

It was only with the return of the Bour-

bons in 1814 that the Bertins regained

control of theJournal des debats, which,

despite its owners' constant political trou-

bles, had become one of the most influen-

tial publications of its kind in France.

The Restoration did not entirely end the

intrigue, however, for an article attacking

the policies of the increasingly reactionary

Charles X landed Bertin in court once

again in August 1829. After having been

initially convicted of attacking the king

and sentenced to six months in prison, he

was acquitted on appeal in a spectacular

defeat for the government. With the over-

throw of the Bourbons and the ascent to

the throne of their more liberal cousin

Louis-Philippe the following year, Benin's

lifelong dream of a moderate, constitu-

tional regime seemed finally to have been

realized. His newspaper became one of the
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most ardent supporters of the new govern-

ment and the principal mouthpiece of the

class that had brought it to power, the eco-

nomically and politically ascendant haute

bourgeoisie. Bertin died in September 1841,

less than seven years before Louis-Philippe

was toppled from the throne during yet

another episode of Revolutionary tumult.

It is not known how Ingres first came

into contact with Bertin. As Helene

Toussaint has suggested, the two may have

met through the journalist's older son, the

landscape painter Edouard-Francois

(1797— 1 871), who studied with Ingres in

the late 1820s.
3 The circumstances sur-

rounding the portrait's commission are

equally unclear. Henri Delaborde makes

the intriguing but unsubstantiated assertion

that the work had been undertaken "to

keep an already old promise";4 the histori-

cal record is otherwise completely silent on

this count.

While details of the portrait's commis-

sion remain cloudy, the story of its

gestation has become something of an art-

historical legend. In the most frequently

cited account, Amaury-Duval, who claims

to have gotten his information directly

from Bertin, tells how Ingres was so dis-

traught by his inability to settle on a final

pose for his illustrious sitter that he actu-

ally broke down in tears before Bertin.

One day, however, in the course of enjoy-

ing an outdoor luncheon with Bertin and

another, unnamed gentleman, the artist

had an epiphany: he caught a glimpse of

his sitter in the exact posture we see in the

portrait. "Come pose tomorrow," the

artist told his long-suffering patron, "your

portrait is done." 5

Subsequent historians have been unable

to resist this charming account, even

though it exists in at least two different

versions. According to Delaborde—who

received his information from Frederic

Reiset, director of the Louvre and a friend

and important patron of Ingres during the

latter part of his career—the decisive

moment occurred not during an afternoon

luncheon in the open air but rather in the

course of a soiree at Benin's salon. "A

political discussion had gotten under way

between the master of the house and his

two sons," Delaborde writes, "and while



the latter energetically defended their

position, M. Bertin listened to them in the

posture and with the expression of a man

who is not annoyed by contradiction as

much as inspired by it to an overarching

confidence in the authority of the words he

has already spoken or in the eloquence of

his forthcoming rejoinder."
6

It would be futile to speculate which

—

if, indeed, either—of these two equally

authoritative accounts is authentic. It is

also unnecessary, since the precise circum-

stances that prompted Bertin to strike the

pose have been less crucial to traditional

art-historical readings of the portrait than

the fact that he did so of his own volition.

For the contention that Bertin sponta-

neously assumed this pose in the natural

milieu of his own garden or salon, and not

in response to the directives of the artist in

the studio, enhances the illusion that the

portrait represents unalloyed truth—lived

experience rather than studio-concocted

artifice.
7 Of course, this is purely an illu-

sion: whatever the circumstances sur-

rounding Ingres's "discovery" of the pose,

the painting remains exquisitely wrought

fiction rather than passively observed fact.

Indeed, Ingres's alleged whispering of

"Come pose tomorrow" into Benin's ear

registers the artist's need to recreate the

scene he had just witnessed within the

controlled, and patently artificial, world of

the atelier.

The compulsion to read this work as a

record of unvarnished truth ultimately

owes less to the legend surrounding its

Fig. 179. Studyfor "Louis-Francois Bertin"

(Hands), ca. 1832. Graphite on tracing paper,

6 7/ x 8 '/ in. (17.6 x 20.6 cm). Fogg Art Museum,

Harvard University Art Museums, Cambridge,

Massachusetts

Fig. 177. Francois Xavier Fabre (1766— 1837).

Louis-Francois Bertin, 1803. Private collection

generation than to the disarming immedi-

acy of the portrait itself. Bertin sits before

the viewer in a gleaming, curved-back

mahogany chair.
8
There is otherwise

nothing to distract the viewer's attention

from his massive frame, which is silhouet-

ted against a nearly featureless blank wall. 9

The aging journalist's impressive bulk is

contained with some difficulty by a strain-

ing waistcoat and voluminous redingote,

the inelegantly jagged outline ofwhich

must have severely tested the artist, whose

love of long, continuous contours often

provoked the most outrageous violations

of his sitters' anatomies. Here such distor-

tions are kept to a minimum, there being

little to disturb the mesmerizing trompe

l'oeil illusionism of the image as a whole.

No detail—from the individual strands of

Bertin's erratically shorn locks to the tiny

reflection of a window on the arm of his

chair—has been neglected by the artist.

While historians have traditionally regarded

such attention to detail as residual of

Ingres's youthful enthusiasm for fifteenth-

century Northern painters,
10

recent schol-

arship has suggested that many of the most

meticulously treated details in his mature

portraits (the famous reflection on Mon-

sieur Bertin's chair not excluded) are actu-

ally the work of studio assistants."

While traditional accounts of the

painting's spontaneous generation seem

Fig. 178. Studyfor "Louis-Francois Bertin,"

ca. 1832. Charcoal and graphite on paper,

i4 3/x 10 '/ in. (37.6 x 26.7 cm). Musee

Ingres, Montauban (1943.853)

apocryphal, the contention that Ingres

hesitated over the sitter's pose—an occur-

rence hardly unusual in his activities as a

portraitist—is fully documented by existing

preparatory drawings. A pair of sketches

(cat. no. 100, fig. 178) show Bertin assum-

ing a more elegant but decidedly less

expressive standing position. That Ingres

worked with (and, ifwe are to believe

Amaury-Duval, wept over) this pose for a

considerable amount of time is suggested

by an additional drawing detailing the sit-

ter's right arm and hand.
12 The definitive

pose is established in a marvelously ener-

getic drawing in the Metropolitan Museum

(cat. no. 101), with details of the hands and

legs being worked out in separate sheets

in Cambridge (fig. 179) and Montauban,

respectively.
1

' Closely related to these

sketches is an independently produced

portrait drawing in the Louvre (fig. 182),

in which Bertin assumes a slightly more

relaxed, less bristling pose than the one

we see in the Metropolitan study and the

final canvas.

Shortly after completing the painting,

Ingres placed it on view in his studio,

initiating a mode ofpresentation that would

become habitual after his renunciation of

the Salon two years later. In a letter dated

October 30, 1832, to Bertin's daughter

Louise, Victor Hugo—who may have seen

Ingres working on the portrait during one
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of his many visits to Benin's country estate,

Les Roches, near Bievres'4—inquired

about this exhibition.
1

' Mademoiselle Bertin

may well have been hesitant to respond,

since she reportedly disliked the portrait,

complaining that Ingres had transformed

her father from "a great lord" into "a fat

farmer.'"
6
Others within Ingres's inner cir-

cle were more enthusiastic. Amaury-Duval

relates an anecdote in which an unnamed

admirer scandalized the painter by compar-

ing Bertin to a work by Raphael.
17 Another

pupil, Raymond Baize, claimed that it was

a comparison with Titian that had upset

the (falsely) modest artist.
18 The desire to

flatter Ingres is less an issue in a letter by

Louis Lacuria, one of the painter's least

starry-eyed pupils, who described his

reaction to the portrait to his former studio

mate Hippolyte Flandrin: "Let me tell you

that I was ruined, dumbfounded, shattered,

when I saw the portrait ofM. Bertin de

Vaux, when I saw that full and complete

obedience to nature, that absolute self-

denial by the painter, that brush so com-

pletely mastered, I couldn't believe it.'" 9

The young artist went on to predict, how-
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ever, that "people will find the coloring

a bit dreary."
20

Lacuria's reaction was prophetic. When

the painting made its official debut at the

Salon of 1833, the crowd stood mesmer-

ized before its unrelenting naturalism,

while the critics denounced what they

regarded as yet another demonstration of

Ingres's programmatic disdain of color.
21

And indeed, the portrait is largely mono-

chromatic, its rather dull earthen tonalities

being interrupted only by the stark white-

ness of the sitter's starched collar and cuffs

and the startling detail of a scarlet seat

cushion just visible between his rather

indecorously spread thighs. Yet such col-

oristic restraint seems eminently suitable

to the personality of the sitter, whose

demeanor is as direct and unencumbered

as the blank wall behind him. (It is perhaps

noteworthy in this regard that Bertin

I'aine, unlike his more worldly younger

brother Bertin de Vaux, was famously

disdainful of social and political honors,

having at one point even refused to host

Louis-Philippe at his country estate.)
22

The celebrated journalist confidently

returns the viewer's gaze, the note of

aggression etched into his emphatically

unidealized face being echoed in his

no-less-menacing hands (fig. 179), which

commentators have likened to everything

from the claws of a crab to gurgling

intestines.
23

While many critics in 1833 limited their

remarks to purely aesthetic concerns, the

social and political significance of the por-

trait by no means went unmentioned. As I

have noted elsewhere in this catalogue (see

pages 503—4), several reviewers made

reference—both bitingly sarcastic (see

fig. 296) and fawningly reverential—to

Benin's storied journalistic and political

career. Others, attending more closely to

matters at hand, attempted to decode the

significance of the journalist's intimidat-

ing demeanor in Ingres's portrait. The

anonymous critic for the legitimist Gaiette

de France, for instance, regarded Benin's

attitude as epitomizing the rampant oppor-

tunism and cynicism characterizing the

modern, Orleanist age. "How many things

there are in that image!" he exclaimed.

"What bitter irony it expresses, what hard-



ened skepticism, sarcasm, and—the word

must be said, since it is inscribed in the

portrait—what pronounced cynicism!"
24

Inevitably, discussion of the portrait's

hyperexpressivity degenerated into parody.

The most piquant—if utterly conventional

—account of the ferocity with which the

corpulent Bertin stared down on unsuspect-

ing visitors from the walls of the exhibition

occurs in Prometheides, a satirical review

of the 1833 Salon in the form of a long

mock-epic poem:

But what cries of horror

Emit from the fervent crowd off in the

corner?

"How come that big man up there wants

to hurt me?"

Cried out a small child, who then tried to

flee.

I approach, and all's clear . . . O magical

force

Of a subject whose poetry the author well

understands!

That larded potbelly, those claws like

harpoons,

That back rounder still than the back of a

spoon,

That arm that looks more like the grip of

a
j
ug>

That brow dull and sallow, that gaze flat

and smug,

Cause even the dimmest to judge the

combats

And favorite tastes of the father of Debats,

The child, awestruck by the portrait he'd

spied,

Must have seen as an ogre our gastro-

nomic scribe!! . .

.

So bravo, dear Ingres, and remember this

well:

That the words of a child the truth often

tell.

Later, when France, so thrifty and fertile,

Sifts through the debris of this century so

futile,

Your work will portray him, like a sacred

book,

As the pompous exemplar of this honored

epoch.
25

The final lines of this passage proved

more prescient than their right-wing

authors probably intended. When the por-

trait reappeared in 1846 as part of Ingres's

miniretrospective on the boulevard Bonne-

Nouvelle, it was recognized as a veritable

icon of the triumphant middle class.
2<i

By

the time it was exhibited again, in 1855,

this interpretation had become universal,

and the portrait was regarded somewhat

nostalgically as a poignant memento of a

bygone era—the short-lived "bourgeois"

monarchy of Louis-Philippe.
27

Finally, a word about the portrait's

frame (fig. 180), which features an array

of fauna clamoring about an undulating

grapevine.
28 As several scholars have pre-

viously contended,29
it seems to be origi-

nal and was probably designed by Ingres

himself, who normally took great care in

such matters.'
0
In their illuminating study

of European picture frames, Paul Mitchell

and Lynn Roberts relate the selection of

this frame for Bertin to the long-standing

practice in France of placing austere mas-

culine portraits within exuberantly carved

frames.'
1 Among the most prominent

examples of this is Raphael's Portrait of

Baldassare Castiglione in the Louvre

(fig. 181), which has a seventeenth-century

frame strikingly similar to Ingres's in fea-

turing a richly carved vine motif.'
2
Surely

this is not coincidental. In choosing a

frame so similar to that on one of Raphael's

most celebrated portraits, might Ingres

have been declaring his pride in having

created an updated, modernized version of

the Renaissance masterpiece? Such ambi-

tion would also help explain two of the

most prominent characteristics of Ingres's

portrait—its virtuoso illusionism and uni-

form brown tonality, both ofwhich are

also found in Baldassare Castiglione?
11

A.c.s.

1. For details of Benin's biography, see Say 1889.

2. Bertin's interest in the arts is further indicated

by his purchase ofboth Fabre'sJudgment of

Paris (1808; Dayton Institute of Art) and

Anne-Louis Girodet's Funeral ofAtala (1808;

Musee du Louvre, Paris) after the 1808

Salon; see Ternois 1993, pp. 8-9. In direct

anticipation of Ingres (see cat. no. no, figs.

182-84), Girodet also executed portrait

drawings of various members of the Bertin

clan; see Bordes 1974, p. 398, n. 20.

3. Toussaint in Paris 1985, p. 71. Ingres's later

inclusion in the Bertin social circle was

charmingly documented in a group portrait

by Victor Mottez (unfortunately destroyed)

that originally decorated the salon of

Edouard's younger brother, Armand

(1801-1854); Foucart 1971.

4. "pour tenir une promesse deja ancienne";

Delaborde 1870, p. 245.

5. "Venez poser demain . . . votre portrait est

fait." Quoted in Amaury-Duval 1993, p. 239.

6. "Une discussion s'etait engagee sur les

affaires politiques entre le maitre de la mai-

son et ses deux fils, et tandis que ceux-ci

soutenaient vivement leur opinion, M. Bertin

les ecoutait dans l'attitude et avec la phys-

ionomie d'un homme que la contradiction

irrite moins encore qu'elle ne lui inspire un

surcroit de confiance dans l'autorite des

paroles deja prononcees par lui ou dans l'elo-

quence prochaine de sa replique." Delaborde

1870, pp. 245-46.

7. See, for instance, Ternois 1993, p. 29, which

attributes the astounding lifelikeness of the

painting to the fact that "Bertin is not posing,

he is surprised by the painter's eye." ("Bertin

ne dent pas la pose, il est surpris par l'oeil du

peintre.")

8. The chair was sold at Nouveau Drouot,

Paris, on October 11, 1984; seeLa Gazette de

I'Hotel Drouot 1984, p. 30.

9. Gaeton Picon (1980, p. 100) has ingeniously

compared this wall to the gold-leaf back-

grounds of Early Renaissance paintings.

10. Daniel Ternois (1993, pp. 39—44) provides

the most exhaustive rehearsal of the potential

sources for the portrait among the so-called

primitive paintings available to Ingres in

Paris.

11. On the issue of studio collaboration in

Ingres's portraits, pp. 523-42.

12. Private collection; see Paris 1985, no. XIII 3.

13. The sheet in Montauban (inv. 867.204) has a

fragmentary draft of a letter to Bertin scrawled

on the verso; see Vigne 1995a, no. 261 1.

14. See excerpts from Madame Hugo's memoirs

quoted in Naef 1977—80, vol. 3 (1979),

pp. 120-21.

15. Excerpt from Hugo's letter quoted in

Schlenoff 1956, p. 213.

16. "un grand seigneur"; "un gros fermier."

Quoted in Say 1889, p. 17.

17. Amaury-Duval 1993, pp. 240-41. That Ingres

might well have intended such a comparison

is discussed below.

18. Baize 1921, p. 216.

19. "Je vous dirai que j'ai ete abyme, confondu,

ereinte, quand j'ai vu le portrait de M. Bertin

de Vaux, quand j'ai vu cette docilite pleine et

entiere a la nature, cette abnegation absolue

du peintre, ce pinceau maitrise si entiere-

ment, je ne pouvais pas le croire." Lacuria to

Flandrin, December 10, 1832, quoted in

Hardouin-Fugier 1985, p. 44. Here Lacuria,

like many contemporary critics, is confused

about the sitter's identity (or at least about

his name). Bertin de Vaux, cofounder of the

Journal des debats, was the younger brother

of Ingres's model.

20. "on le trouvera un peu triste de couleur."

Ibid.
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21. The reviewers' repeated complaints about

the overall purplish-blue tonality of the

painting seem strange in light of its present

golden hue. For an explanation of this

enigma, we must again turn to Amaury-

Duval, who himself admitted having initially

been repulsed by the portrait's "purplish

tone" ("ton violace"): "The varnishes that

M. Ingres was in the habit of using are not

very durable, and light tends to absorb them;

oil, on the contrary, turns things yellow, and

his older paintings, in losing their purplish

tones and taking on a golden cast produced

by the effects of time on oil, have benefited,

if not in color, at least in overall appear-

ance." ("Les lacmes dont M. Ingres avait

l'habitude de se servir sont de peu de duree,

la lumiere tend a les absorber; Thuile au con-

traire jaunit, et ses peintures anciennement

faites, en perdant leurs tons violaces et en

prenant une teinte doree par Taction du

temps sur l'huile, ont gagne, sinon comme

couleur, du moins comme aspect general.")

Amaury-Duval 1993, pp. 239-40. Or, as

Ingres himself put it more epigrammatically,

"Time applies the finishing touches to my

works." ("C'est le temps qui se charge de

finir mes ouvrages.") Quoted in ibid., p. 240.

22. According to Madame Victor Hugo, as

quoted in Naef 1977-80, vol. 3 (1979), p. 120.

23. Waroquier 1959, p. 14: "those crablike

claws that are Monsieur Benin's fingers,

emerging from the tenebrous caverns that

are the sleeves of his coat" ("les sortes de

pinces de crabe que sont les doigts de Mon-

sieur Bertin, sortant des cavernes tenebreuses

que sont les manches de son habit"); Nadar,

September 16, 1855: "that fantastic bundle of

flesh . . . under which, instead ofbone and

muscle, there can only be intestines; that

flatulent hand, which I can hear rumbling!"

("ce fantastique paquet de peaux . . . sous

lesquelles au lieu d'os et de muscles, il ne

peut y avoir que des intestins, cette main qui

a des flattuosites et dont j'entends les borbo-

rygmes!") For a provocative analysis of this

latter comment in relation to the critical reac-

tion to other anatomical distortions in Ingres's

paintings, see Ockman 1995, pp. 85—109.

24. "Que de choses il y a dans cette image!

Comme elle exprime une amere ironie, un

dur scepticisme, le sarcasme, et il faut bien

dire le mot, car il est ecrit dans le portrait, un

cynisme prononce!" Anon., May 1, 1833.

25. "Mais quels cris d'epouvante / Partem

d'un coin garni d'une foule fervente? /

—

"Pourquoi ce monsieur-la veut-il

m'egratigner?"/ S'ecrie un jeune enfant qui

cherche a s'eloigner. / J'approche, et tout

s'explique . . . O puissance magique/D'un

sujet dont l'auteur comprend la poetique! /

Oui, ce ventru truffe, ces griffes en harpon, /

Ce dos plus rebondi que le dos d'un chapon, /

Ce bras qui d'une cruche a l'air de former

Fanse,/Ce front jaune et boueux, cet oeil

sans transparence, /Aux plus inattentifs font

juger des ebats / Et des gouts favoris du pere

des Debats. / L'enfant, qu'un tel portrait a du

frapper en somme, / Pour un ogre aura pris

l'ecrivain gastronome!! . . . / Recois done mes

bravos, Ingres, et souviens-toi /Que parole

d'enfant est article de foi. / Plus tard, lorsque

la France econome et fertile / Fouillera les

debris de ce siecle futile, / Ton oeuvre lui

peindra comme un livre sacre / Le type doc-

trinaire en ce temps revere." Auvray and

Chatelain 1833, pp. 33—34.

26. For the critical reception of the portrait in

1846, see p. 508. This unabashedly sociologi-

cal approach to the painting was anticipated

in 1833 by the claim of the anonymous

reviewer forL 'Artiste that only Ingres was

capable of making a truly epic portrait of

the modern bourgeoisie: "It was given to

only one man to create an original portrait

with the head of a bourgeois of our era. This

is because he took that bourgeois as the most

elevated example of the class he represents

and impressed upon him all the most salient

and least vulgar characteristics that personify

it. And thus we have the portrait of M. Bertin

by M. Ingres." ("Il n'a ete donne qu'a un

homme de faire un portrait original avec la

tete d'un bourgeois de notre epoque, c'est

qu'il a pris ce bourgeois comme le type le

plus eleve de la classe qu'il represente, il lui a

imprime tous les caracteres les plus saillans et

les moins vulgaires qui la personnifient, et

nous avons eu le portrait de M. Bertin par

M. Ingres.") See Anon. 1833b, p. 154. This

critique and those that followed thirteen years

later belie the attempt by Ternois (1993,

pp. 55—56) and, to a lesser extent, Hans Naef

(1977—80, vol. 3 [1979], p. 115) to depoliticize

the painting by claiming that such sociologi-

cal readings were (inappropriately) imposed

on it only later in the nineteenth century.

27. See p. 514.

28. Mitchell and Roberts 1996, pi. 27.

29. Helene Toussaint in Paris 1985, p. 75, fol-

lowed by Ternois 1993, p. 48.

30. A series of letters written by Ingres in 1839—

40 from Rome to his friends in Paris include

instructions on the design of the frames for

Antiochus and Stratonice and Odalisque with

Slave; see Ternois 1986a, nos. 23—25, and

Boyer d'Agen 1909, p. 298.

31. Mitchell and Roberts 1996, p. 54.

32. Ibid., pi. 26.

33. While Raphael is often mentioned as a

source for Bertin, it is usually his portrait of

Pope Leo X in the Uffizi, Florence, that is

cited as the closest analogue; see, for

instance, Ternois 1993, p. 43.

Cat. no. 99. Louis-Francois Bertin

Provenance: Louis-Francois Bertin

(1766-1841); bequeathed by him to his daughter

Louise Bertin (1805-1877); bequeathed by her to

her niece Mme Jules Bapst, nee Marie-Louise-

Sophie Bertin (1 836-1 893); bequeathed by her to

her daughter Mme Georges Patinot, nee Cecile

Bapst; purchased from her in 1897 for 80,000

francs by the Musee du Louvre, Paris

Exhibitions: Paris (Salon) 1833, no. 1279;

Paris 1846, no. 74; Paris 1855, no. 3372; Paris

1867, no. 84; Paris 1874, no. 257; Paris 1878,

no. 802 [eb]; Paris 1883, no. 137; Paris 1934c,

no. 147 [eb]; Rome, Milan 1962, no. 107; Mon-

tauban 1967, no. 105; Paris 1967-68, no. 156;

Paris 1985, no. xni

References: Annet and Trianon 1833, p. 89;

Anon. 1833 (C), p. 402; Anon. 1833a, p. 2; Anon.

1833b, pp. 57, 129-30, 154; Anon., March 1833,

p. 93; Anon., March 8, 1833; Anon., March 9, 1833;

Anon., March 10, 1833 (D.); Anon., March 10,

1833 (H. H. H.); Anon., March 15, 1833; Anon.,

March 16, 1833a, p. 248; Anon., March 16, 1833b;

Anon., March 17, 1833; Anon., March 24, 1833;

Anon., March 28, 1833, p. 45; Anon., March 31,

1833 (D.); Anon., April 3, 1833 (E.); Anon.,

April 5, 1833, p. 151; Anon., April 14, 1833;

Anon., April 20, 1833 (J. H.), p. 212; Anon.,

May 1, 1833; Anon., May 15, 1833; Aragon 1833,

p. 147; Artaud, March 2, 1833; Auvray and

Chatelain 1833, pp. 33—34; Cazales 1833, p. 302;

Delecluze, March 3, 1833; Delecluze, March 22,

1833; Desains 1833, pp. 88-91, pi. 46; Farcy 1833,

pp. 175—76; Galbacio, March 11, 1833; Gautier

1833, pp. 152—54; Haureau, March 20, 1833; Jal

1833, pp. 2—4, 9-10, 19-20, 30-31; Laviron and

Galbacio 1833, pp. 61-63; Le Go 1833, PP' 21I~

13; Lenormant 1833, vol. 2, pp. 158—59, 163—66;

Maynard 1833, pp. 38, 58, 69, 85; Mennechet 1833,

p. 127; Nisard, March 9, 1833; Nisard, April 7,

1833; Philipon, April 11, 1833; Pillet, March 4,

1833; Pillet, March 19, 1833; Planche 1833, pp. 88-

91; Raoul, April 24, 1833; Amaury-Duval 1846,

pp. 86, 91—92; Anon. 1846, pp. 10, 50, 61—62;

Anon., January 12, 1846; Anon., January 15,

1846; Anon., January 30, 1846 (H. M.), p. 236;

Anon., February 1846, p. 183; Anon., February 1,

1846 (G. G.), p. 5; Anon., February 1, 1846, p. 1;

Anon., February 11, 1846 (C. A. D.); Anon.,

February 14, 1846, p. 379; Anon., March 8, 1846

(F. C. A.), pp. 41—42; D'Arnaud 1846; Delecluze,

January 28, 1846; Jal 1846, pp. 201—2; Jubinal

1846, p. 61; La Fizeliere, February 1, 1846; Lage-

nevais 1846, pp. 534, 538-39; Lenormant 1846,

p. S70; Lestelley 1846, pp. 257-58; Mantz 1846,

p. 200; Pillet, January 16, 1846; Popeson 1846,

p. 246; Ronchaud, February 19, 1846; Thore

1846, pp. 51, 55; Ver-Huell, January 25, 1846;

Magimel 1851, pi. 59; About 1855, pp. 131-32;

Anon., September 8, 1855; Belloy, June 10, 1855;

Boiteau d'Ambly 1855, p. 472; Calonne 1855,

p. 112; Cheron, August 25, 1855; Delecluze,

October 27, 1855; Du Camp 1855, pp. 84-85;

Du Pays 1855, p. 422; Gautier 1855, p. 164;
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Gebauer 1855, pp. 26-27; Guyot de Fere 1855,

p. 68; Lacroix 1855, pp. 204, 207, 213; Lavergne,

October 25, 1855; Loudun 1855, pp. 121-22, 154;

Mantz 1855, pp. 225-26; Mornand 1855, p. 227;

Nadar, September 16, 1855; Nibelle 1855, p. 147;

Niel, June 17, 1855; Niel, July 15, 1855; Perrier

1855, pp. 44—45; Pesquidoux, September 2, 1855;

Petroz, May 30, 1855; Pianche 1855, pp. 1141,

1143; Thierry 1855, p. 203; Vignon 1855, p. 190;

Duval 1856, p. 49; Delecluze 1862, p. 154;

Delaborde 1865, pp. 198, 200; Blanc 1866,

pp. 245-46; Anon., April 15, 1867; Castagnary,

May 15, 1867; Castagnary, May 18, 1867;

Lagrange 1867, p. 67; Leroy, April 17, 1867;

Madelene, April 16, 1867; Montrosier, May 9,

1867; Pontmartin 1867, p. 25S; Ronchaud 1867,

p. 445; Yriarte 1867, p. 235; Heine 1868,

pp. 230—31; Blanc 1870, pp. 98—99, 233; Delaborde

1870, pp. 12, 84, no. 108; Goncourt 1893, p. 192;

Anon., April 1, 1897, ill. opp. p. 332; Lapauze

1901, p. 113; Mommeja 1904, pi. 89; Boyer

dAgen 1909, pp. 302, 509—11, ill. opp. p. 336;

Lapauze 1911a, pp. 290-98, ill.; Baize 1921,

p. 216; Berard 1921, pp. 222-24; Frohlich-Bum

1926, p. 25, pi. XLI; Hourticq 1928, pp. vi, 73,

ill.; Fouquet 1930, p. 132; Cassou 1934, p. 163;

Pach 1939, pp. 14, 72-75, ill. opp. p. 162; Malingue

1943, p. u, ill. opp. p. 80; Cassou 1947, pp. 67—68;

Courthion 1947—48, vol. 1, pp. 12—13, 191—98, ill.

opp. p. 208; Alain 1949, pi. 32; Alazard 1950,

pp. 74-75, 85-86, pi. LXIII; Jourdain 1954,

fig. 33; Wildenstein 1954, no. 208, pis. 88, 89;

Waroquier 1959, p. 14; Schlenoff 1965, pp. 211, 213;

Rosenblum 1967a, pp. 134—37, ill.; Ternois 1967,

p. 196, fig. 9; Dupouy 1969, pp. 42—43; Florisoone

1969, p. 55; Hugo 1970, p. 884; Delpierre 1975,

p. 23; Barousse 1977, pp. 160—61; Whiteley 1977,

pp. 68-69, 'I'-! Naef 1977—80, vol. 3 (1979),

pp. 1 14-15, 1 18-21, fig. 1; Milhau 1980, p. 116;

Picon 1980, pp. 13, 54, 64, 98-100, 104, 132, ill.

p. 55; Ternois 1980, pp. 76-78, 93, 131, 146,

153-54, ill. p. 115; Thevoz 1980, pp. 155-57, ill.;

Froidevaux-Flandrin 1984, p. 60; Ternois and

Camesasca 1984, no. 124, pi. 39; Boime 1985,

p. 64; Hardouin—Fugier 1985, p. 44; Toussaint

and Couessin 1985, p. 202, figs. 16—18; Compin

and Roquebert 1986, p. 324, ill.; Baudelaire 1990,

pp. 76 (Salon of 1845), 93 (Bonne-Nouvelle), 159

(Salon of 1846); Zanni 1990, no. 83, ill.; Amaury-

Duval 1993, pp. 235-40, 339—41, fig. 205; Ternois

1993; Fleckner 1995, pp. 71, 229, fig. 80; Ockman

1995, pp. 80, 97-^8, 108-9,% AT, Vigne 1995b,

pp. 160, 170, 186-89, '96) 2 5°i 2 54> '5 6 ;

Mitchell and Roberts 1996, pp. 54-59, pi. 27 (with

frame); Wrigley 1998, pp. 145-49, fig- <>-3

Cat. no. 100. Studyfor "Louis-Francois Benin"

ca. 1832

Graphite

ui£x i2
3
/^in. (30.3 x32J cm)

Signed lower left: J. Ingres

Inscribed along center bottom: M. Benin l'aine

d'apres nature [M. Bertin the elder from life]

CollectionJan and Marie-Anne Krugier-

Pomatowski

New York and Washington only

Provenance: Stephen Richard Currier and

Audrey Bruce Currier; their estate sale, Christie's

London, April 3, 1984, no. 70; Jan and Marie-

Anne Krugier-Poniatowski

Exhibitions: Tubingen, Brussels 1986,

no. 42; New York 1988b, no. 25a

Reference: Paris 1985, no. XIII 1, ill.

Cat. no. 101. Study for "Louis-Francois Bertin"

ca. 2832

Black chalk and graphite

13% x 13% in. (34.9x34.5 cm)

Signed lower left: Ing

Artist sposthumous atelier stamp at lower right

(Lugt i4jj)

The Metropolitan Museum ofArt, New York

Bequest of Grace Rainey Rogers, 1943

43.85.4

New York and Washington only

Provenance: The artist's bequest to his

wife, Delphine Ramel (d. 1895), 1867; her

bequest to her brother, Albert Ramel (d. 1907);

Grace Rainey Rogers (1867-1943), New York;

her bequest to The Metropolitan Museum of Art,

New York, 1943

Exhibitions: Paris 1921, no. 140;

New York 1952-53, no. 68; Paris 1955, no. 82;

Paris 1967-68, no. 159; London 1969, no. 296;

New York 1970, no. 50; Paris 1973-74, no. 53;

New York 1981; New York 1988-89

References: Zabel 1930, ill. p. 375;

Burroughs 1946, p. 156, ill. p. 157; Tietze 1947,

no. 125, ill.; Alazard 1950, pi. LXII; Anon.,

June 1950, ill. p. 301; Anon., February 1959,

ill. p. 167; Bean 1964, no. 65, ill.; Swenson 1966,

p. 69; Serullaz 1967, p. 213; Reff 1976, p. 50,

fig. 27; Reff 1977, p. 32, fig. 61; Paris 1985,

no. XIII 4, ill.
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INDEPENDENT DRAWINGS, 1824-1834

102. Charlotte-Madeleine Taurel

ca. 182S

Graphite

65/^x5 in. (16.9 x 12.8 cm)

Signed, probably not by the artist, lower right,

over three erased and illegible lines: Ingres Del

[Ingres drew (this)]

At lower left, the Musee du Louvre, Paris,

collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 4624

New York only

N294

This drawing is discussed under cat. no. 73.

Provenance: The family of Charlotte-

Madeleine Taurel until 1 861, at the latest; Emile

Galichon, Paris, until 1875; his son, Roger

Galichon, Paris, until 1918;* his bequest to the

Musee du Louvre, Paris, 1918

Exhibitions: Paris 1861 (1st ser.), no. 74;

Bordeaux 1865, no. 306; Lille 1866, no, 837; Paris

1867, no. 318; Paris 1913, no. 340; Paris 1919,

no. 289; Versailles 1931, no. 186 [eb]; Zurich

1937, no. 217; Buenos Aires 1939, no. 198; Paris

i957d, no. 90 [eb]

References: Delaborde 1861, p. 267; Galichon

1861a, p. 356, ill. opp. p. 356 (the engraving by

Claude-Marie-Francois Dien); Burty 1865, p. 467;

Blanc 1870, pp. 42—43, 240, ill. p. 38 (the engrav-

ing); Delaborde 1870, no. 418; Taurel 1885,

pp. 15, 18; Both de Tauzia 1888, p. 141; Lapauze

1901, p. 268 (known from the engraving); Boyer

d'Agen 1909, pi. 86 opp. p. 528; Paris, Societe de

reproduction de dessins 1909—14, vol. 5 (1913),

pi. [20]; Paris, Musee du Louvre 1919—20, vol. 2,

ill. on pi. 53; Martine 1926, no. 22, ill.; Christoffel

1940, ill. p. 138; Alazard 1942, no. 6, ill.; H. E.

van Gelder 1950, pp. 2—10, fig. 3 (the engraving);

Naef 1965 ("Thevenin und Taurel"), pp. 119—57,

no. 5, fig. 5; Radius and Camesasca 1968, p. 124,

ill.; Ternois and Camesasca 1971, p. 124, ill.; Naef

1977-80, vol.
5 (1980), pp. 84-85, no. 294, ill.

*See the catalogue of the Eugene Lecomte post-

humous sale, Hotel Drouot, Paris, June 11—
13,

1906, no. 19, "attributed to Ingres: Fillette

caressant un mouton" sold for 1,700 francs to

R. Lecomte.
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103. Madame Marie Marcotte (Marcotte de

Sainte-Marie), nee Suzanne-Clarisse de

Salvaing de Boissieu

ca. 1826

Graphite

i2
3/xg 1

/^in. (32.4x24 cm);

lO^x S 1^ in. (2J.3 x 21 .6 cm) , framed

Signed lower right: Ingres Del. [Ingres

drew (this)]

Musee du Louvre, Paris

Departement des Arts Graphiques RF 4 1393

New York only

N302

The friendship Ingres formed in Rome

with Charles Marcotte, called Marcotte

d'Argenteuil (see cat. no. 26) would be of

inestimable importance to him, both pro-

fessionally and in his personal life, until

the older man's death in 1864. It was only

after his return to Paris in 1824 that the

painter came to know his friend's mother

and numerous siblings, and over the next

thirty years or so he produced a whole gal-

lery of portrait drawings of the Marcottes,

their spouses, and their children. Charles's

youngest brother, Marie Marcotte, called

Marcotte de Sainte-Marie, was clearly

eager to own an imposing work from the

hand of his new acquaintance—and was

willing to pay for it. The portrait of his

wife that he commissioned now hangs in

the Musee du Louvre (cat. no. 97).

The painting is dated 1826 and thus

helps to date this portrait drawing of the

same sitter, which Ingres failed to date

himself. In both works Madame Marcotte

de Sainte-Marie wears the same dress

—
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obviously the height of fashion—and if

she was so attuned to the dictates of haute

couture, it is probable that the pencil

drawing was executed in the same year.

Her pose also is quite similar in the two

portraits, clearly suggesting that the pencil

drawing was produced as a preliminary

study for the painting. Nevertheless, it is

by no means merely a sketch; it is as fully

finished as any other Ingres pencil portrait

and bears his signature.

In his biography of the painter, Henry

Lapauze claims that because of this sitter's

ill health, Ingres was obliged to use

Madame Ingres as the model for the hands

in this drawing.' Since the biographer does

not reveal his sources, it is impossible to

verify his last assertion. In the pencil por-

trait, certainly, the treatment of the sitter's

hands is no different from that in count-

less other portrait drawings. It is true that

Madame Marcotte appears to be sickly and

that she was by no means a beauty. Yet

such considerations only give one added

reason to marvel at Ingres's artistry, espe-

cially in the drawing. Without flinching

from the truth, but at the same time with-

out overstepping the bounds of tact, he

captured in his model's features the essence

of a unique human being.

Madame Marcotte had been married

only three years when she sat for her por-

trait. She was born Suzanne-Clarisse de

Salvaing de Boissieu in Ingouville (Seine-

Inferieure, now Seine-Maritime) in 1803.
2

Her husband, twenty years her senior, had

entered the world of financial administra-

tion. In 1832 they had a son, Henri, who

would leave a number of descendants. The

couple appear to have spent their married

life in Paris and may have seen Ingres

fairly often over the years. In the artist's

letters to Marcotte d'Argenteuil he does

not mention any special relationship with

the pair, though he occasionally asks to

be remembered to them. Marie died in a

clinic in Passy in 1859,' Madame Marcotte

in Paris in 1862.4

H.N.

For the author's complete text, see Naef

1977—80, vol. 2 (1978), chap. 127 (pp. 503—33).

1. Lapauze 191 ia, p. 278.

2. Marriage certificate, Archives de Paris.

3. Death certificate, Archives de Paris.

4. Inscription on a tomb in the family plot at

Pere Lachaise cemetery, Paris.

Provenance: Marie Marcotte de Sainte-

Marie (1783— 1859), Paris, until 1859; ms widow,

nee Suzanne-Clarisse de Salvaing de Boissieu

(1803—1862), Paris; their son, Henri Marcotte de

Sainte-Marie, until sometime after 1917; his son,

Joseph Marcotte de Sainte-Marie, Paris, until

1942; his widow, nee Madeleine Neveu-Lemaire,

Paris, before 1969; her grandson Hubert Mar-

cotte de Sainte-Marie; purchased by the Musee du

Louvre, Paris, 1987

Exhibitions: Paris 1934c, no. 27; Brussels

1936, no. 16; Paris 1985, no. XII 1, ill.; Paris

1990, no. 181, ill.

References: Delaborde 1870, no. 411 (men-

tions a note by Ingres dating the portrait about

1824); Lapauze 1911a, p. 278, ill. p. 261; Hourticq

1928, ill. on pi. 66; Alazard 1950, p. 84, n. 32,

p. 149; Naef 1958 ("Marcotte Family"), pp. 336—

45, fig. 6; Ternois 1959a, preceding no. 119, and

see also no. 120, ill.; Naef 1977—80, vol. 5 (1980),

pp. 98—99, no. 302, ill.

104. Dr. Louis Martinet

1826

Graphite

12"^ x9% (32.3 x 24.J cm)

Signed, dated, and inscribed lower right: Ingres

a Son cher Docteur / et ami. 1826. [Ingres for

his dear doctor / and friend. 1826.]

National Gallery ofArt, Washington, D.C.

Collection ofMr. andMrs. PaulMellon

199S.47.S0

Washington and London only

N306

Dictionaries of medical biography relate

that Louis Martinet was born in Paris in

1795, received his medical degree in 1818,

accompanied Prince Francisco Borghese

to Italy as his personal physician in 1821—22,

became director of the faculty clinic at the

Hotel-Dieu in Paris, served as editor of

the Revue medicale, contributed numerous

articles to that journal and others, was a

chevalier in the Legion of Honor, and died

in Vannes, in Brittany, in 1875.' They do

not explain why the doctor chose to spend

his last days in Vannes after such a long and

distinguished career in Paris. That infor-

mation is contained in a letter written by

Dr. Glosmadeuc, of Vannes, to the Union

medicale on the day of Martinet's death:

Let us go back to the year 1826. Dr.

Martinet is thirty years old, at the height

of his maturity and talent, already known

in the scientific world for his important

work and for his position as editor-in-

chief of the Revue medicale. He is senior

hospital lecturer at the Hotel-Dieu and a

friend of Recamier.
2
In illo tempore, a

great lady, of established nobility, the

marquise de Querroent [sic, for Quer-

hoent], developed a malignant tumor in

her breast. They summoned Recamier.

The latter, unable to attend, sent in his

place his senior lecturer, Martinet, who

arrived in Vannes and convinced the

noblewoman to make the journey to

Paris, where she could be treated by

Recamier and Lisfranc. 3 Doctor Martinet

was in charge of the daily changing of

bandages. The marquise had with her her

young daughter, a charming girl of nine-

teen. You can imagine what happened.

The two young people fell in love. The

girl's mother died after several months,

and she returned to her family in Vannes.

Having been given the young woman's

pledge, Martinet soon made a first request

CATALOGUE



for her hand in marriage. Her father, the

old marquis, refused: a gentleman of his

lineage does not give his daughter's hand

to the son of a simple paulmier [tennis

instructor]. Martinet and the young lady

held fast for several years, and returned to

the attack more than once; but the mar-

quis would not budge. Finally, after three

years, Dr. Martinet released the girl from

her promise, and this time, according to

her father's wishes, she married a gentle-

man, M. de K. .

Now we'll jump ahead some fifty years,

to about 1875. The fresh young girl of 1826

has become an old dowager, thick-set and

jowly, a widow for many years, living in

Vannes, alone and with almost no family.

Throughout his long career, Dr. Mar-

tinet had never forgotten the young lady

to whom he declared his love in 1826,

under the lindens and oak trees of the

Chateau de Limoges. In these latter years,

there came a day when the old doctor,

pushed by who knows what fantasy, liqui-

dated his modest holdings, sold his furni-

ture, packed up his collection of paintings,

left Paris, and dropped like a bomb on

Vannes, where he would live irom then

on. He chose lodgings just opposite the

window of the widow de K , and it

was there that he, now in his eighties,

intended to live for several years more

—

what am I saying? It was there that he

firmly hoped to convince his old beloved

to take him as a husband.4

Strangely, the childless Dr. Martinet did

not present the great love of his life with

his precious portrait by Ingres, executed

in the year they met, but gave it to a col-

league, Dr. Auguste Goupil. One can only

speculate how the work came to be pro-

duced in the first place. The dedication

"a son cher docteur et ami" would suggest

that Ingres was moved to create it out of

friendship. It is possible that the two men

had met in Florence at the time the young

doctor was touring Italy with Prince

Borghese. Martinet's close friend and col-

league Berlinghieri 5 worked in nearby

Pisa, and since Ingres made portrait draw-

ings of two doctors in Florence,
6
he must

have moved in medical circles there. A
further link between artist and sitter,

whether in those early years or later, was

the Italian engraver Luigi Calamatta (see

cat. no. 105). Ingres had come to know

104

Calamatta in Rome, and their paths had

crossed again in Florence. Once Ingres

was back in Paris, the two became close

friends. It can hardly be a coincidence that,

in 1835, Calamatta produced a lithograph

of Ingres's Martinet portrait and that his

once famous engraving after the Mona Lisa

hung in the doctor's bedroom in Vannes.

The friendship between the engraver

and the doctor is attested by the fact that

Martinet served as one of the witnesses at

Calamatta's marriage in 1840. It is also

worthy of mention that Ingres included

Dr. Martinet in the list of addresses he

kept in his Notebook X. 7

H.N.

For the author's complete text, see Naef

1977—80, vol. 2 (1978), chap. 130 (pp. 554-58).

1. Haberling, Hubotter, and Vierordt 1932,

vol. 4, pp. 97—98; Vapereau 1880, p. 1244.

2. Dr. Joseph-Claude-Anthelme de

Recamier.

3. Dr. Jacques Lisfranc de Saint-Martin.

4. Dr. Glosmadeuc's letter was reprinted in a

Paris newspaper two months after Martinet's

death. Caffe 1875, pp. 158—60; reprinted in

Naef 1977— 80, vol. 2 (1978), pp. 555—56.

5. Andrea Vacca Berlinghieri (1772— 1826).

6. The Cosimo Andrea La^erim Family (cat.

no. 90) and Louis Foureau de Beauregard

(N 250; Musee Bonnat, Bayonne).

7. Fol. 35V: "D r Martinet, anjou S [ honore 76."

Provenance: Louis Martinet (1795-1875);

presented by him to the physician Goupil (pre-

sumably Dr. Auguste Goupil) before 1870;

Dr. Goupil, Paris, until 1877; possibly sold at

I 824— 1834 311



auction in France;* by 1903, Arthur Veil-Picard,

Paris, until 1944; his son Arthur Veil-Picard,

Paris; purchased from him in 1954 by the Georges

Seligman gallery, New York; sold by them in

1954 to Mr. and Mrs. Paul Mellon, Upperville,

Va.; their gift to the National Gallery of Art,

Washington, D.C., 1995

References: Blanci870,p.246 (known from

the lithograph by Luigi Calamatta, 1835); Dela-

borde 1870, no. 372 (catalogued from the litho-

graph); Corbucci 1886, no. 94 (known from the

lithograph); Lapauze 1901, p. 267 (known from

the lithograph); Lapauze 1903, p. 24, no. 70, ill.;

Lapauze 1911a, p. 286, ill. p. 251 (the lithograph);

Naef 1971 ("Doktor Martinet"), pp. 17-21, ill.;

Naef 1977-80, vol.
5 (1980), pp. 106-7, n0 - 3°6 ,

*No. 118 (clipping from the catalogue on the

back of the old mount).

1828

Graphite

11 xgin. (28.1 X22.9 cm), framed

Signed and dated lower left: Ingres a Son / ami

/ Calamatta. / 1828. / Paris. [Ingres for his /

friend / Calamatta. / 1828. / Paris.]

Musee de la Vie Romantique, Paris D 89.63

Washington only

N313

105. Luigi Calamatta

The bond linking Ingres and the famous

engraver Luigi Calamatta is nicely charac-

terized in an essay published in the Gazette

des beaux-arts shortly after the latter's

death. It was written by Charles Blanc,

who began his career as a pupil of Cala-

matta and who published a monograph on

Ingres that is still of importance today. His

memorial to his former teacher begins:

Standing beside any strong figure, there is

always someone who loves and under-

stands him well enough to make others

love him, or at least understand him.

Great artists in particular have found the

interpreters they deserved. Every master

has had such an interpreter, and one thing

that has often been noted is that the great

painters' truest engravers have almost

always been their contemporaries, [who]

therefore have been able to receive their

inspiration directly from the artist whose

works they were meant to diffuse and

whose glory they set out to popularize.

Next to Raphael, in his studio and

before his eyes, Marcantonio
1

engraved

plates whose lines were retouched by

Raphael himself. Titian disciplined the

burin of Cornelis Cort, whom he lodged

in his own home and whose work he

guided. Martin[o] Rota published his print

The LastJudgment very soon after the

death of Michelangelo. . . . Finally, Cala-

matta as engraver of The Vow ofLouis XIII

was for Ingres the most faithful of inter-

preters, the most perfect of engravers.

Yes, Ingres and Calamatta were meant

for each other.
2

Calamatta was born in 1801 in Civita-

vecchia, near Rome. His father, originally

from Malta, was employed there as port

engineer. The boy was orphaned when

only two, 3 and just how he came to be

steered toward art and ended up in Rome

is unknown. That he knew Ingres's work

while still in his teens is attested by an

engraving, said to have been executed

about 1818, after an Ingres composition,

Saint Fidele, Martyr, now lost.
4

In 1818 the engraver Andre-Benoit Bar-

reau Taurel arrived at the Villa Medici and

became a pensioner. The following year,

he would be immortalized in an Ingres

portrait drawing (cat. no. 84), presented

to him on the occasion of his marriage to

the adopted daughter of the director of

the Academie, Charles Thevenin (see cat.

no. 73). Taurel was greatly gifted, and

with this new connection to Thevenin his

future was assured. It is thus perfectly con-

ceivable that while still enjoying his schol-

arship he had more commissions than he

could handle. In any case, Calamatta's

biographer relates that Taurel engaged the

eager young Luigi as an assistant. 5 When

Taurel left Rome in the spring of 1823 to

return to Paris, he proposed to Calamatta

that he come along. The younger man

agreed, and during a stopover in Florence,

thanks to Taurel he must have become

more closely acquainted with Ingres, who

had settled there three years before.

Ingres returned to Paris himself the

following year, bringing with him the

painting that would become the sensation

of the 1824 Salon and change his life. He

stayed for some months with Calamatta

and Taurel on the rue du Bac, until his

induction into the Legion of Honor and

the Institut de France in the following year

put an end to his material worries. The

painting in question, his Vow ofLouis XIII

(fig. 146) was hung in the cathedral at

Montauban in 1826, by which time Cala-

matta had executed a drawing of it that

was widely admired—especially by Ingres
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himself. With that drawing as a basis, he

set to work on an engraving of the compo-

sition financed by Ingres's good friend

Charles Marcotte. The work was com-

pleted more than ten years later, in 1837,

earning its engraver all the acclaim he

could have hoped for. He was promptly

invited by the Belgian government to

establish and direct a school of engraving

in Brussels. In 1840 Calamatta married

Josephine Raoul-Rochette, a granddaugh-

ter of the sculptor Jean-Antoine Houdon

and daughter of the well-known archaeol-

ogist Desire Raoul-Rochette. One of the

witnesses to the ceremony was Dr. Louis

Martinet,
6
whose portrait by Ingres (cat.

no. 104) was long known only from Cala-

matta's lithograph of it. The marriage

turned out to be a disaster, but not before

a daughter, Lina, was born, who grew up

in the custody of her father.

Ingres was not the only celebrity to

figure in Calamatta's biography. In 1836

the engraver was asked to make a print of

George Sand's portrait by Delacroix. The

writer was delighted with it and immedi-

ately began to take a lively interest in the

artist's welfare. A close friendship devel-

oped, one that naturally included young

Lina, whom Sand adored. It is not surpris-

ing, then, that the man Lina married, in

1862, was the novelist's son, Maurice

Dudevant Sand.

Calamatta spent his last days in his be-

loved Italy, where he died in 1869. Vittorio

Corbucci's catalogue of his works lists no

fewer than eighteen engravings and one

lithograph after compositions by Ingres.7

Sixteenth on the list is an engraving of this

drawing by Ingres of his friend Calamatta,

described there as the work of David-

Joseph Desvachez, but undoubtedly exe-

cuted with Calamatta's collaboration.
8

In a private collection in Paris there is

a pencil copy of Ingres's portrait of Cala-

matta by an unknown hand, but the draw-

ing does not conform to the original in its

internal measurements. 9

H.N.

For the author's complete text, see Naef 1977—80,

vol. 2 (1978), chap. 131 (pp. 559-72).

1. Marcantonio Raimondi (ca. 1480—ca. 1534).

2. Blanc 1869, p. 97; reprinted in Naef 1977—80,

vol. 2(1978), p. 559.

3. Calamatta's marriage certificate, Archives

de Paris.

4. Alvin 1882, p. 233, no. 2; Corbucci 1886,

p. 179, n. 2.

5. Corbucci 1886, p. 33.

6. Calamatta's marriage certificate, Archives

de Paris.

7. Corbucci 1886, pp. 179—87.

8. See Naef 1977—80, vol. 2 (1978), p. 571.

9. It measures 12 >/i6 x 9
9/r6 in. (31.9 x 24.3 cm),

framed. Ibid., p. 572, fig. 2. See also Hourticq

1928, ill. on pi. 68; and Paris 1934c, no. 28

(erroneously catalogued as the Ingres

portrait).

Provenance: Luigi Calamatta (1801-1869);

his widow, nee Josephine Raoul-Rochette, Paris,

until 1893; their daughter, Mme Maurice Dude-

vant Sand, nee Lina Calamatta, Paris, until 1901;

her daughter, Mme Frederic Lauth, nee Aurore

Dudevant Sand, Nohant; her gift in 1923 to the

Musee Camavalet, Paris; on deposit at the Musee

de la Vie Romantique, Paris, since 1983

Exhibitions: Paris 1911, no. 133; Paris

1946b, no. 182

References: Blanc 1870, p. 246 (listed on

the basis of the engraving by David-Joseph

Desvachez); Delaborde 1870, no. 266 (cata-

logued on the basis of the engraving); Lapauze

1901, p. 265 (known from the engraving);

Lapauze 1903, no. 8, ill.; Lapauze 1911a, p. 286,

ill. p. 271; Paris, Musee Camavalet 1928, p. 51;

Delpierre 1954, p. 33, n. 178, ill. p. 33; Naef 1971

("Doktor Martinet"), p. 20, ill.; Naef 1974

("Fanny Hensel"), p. 22, n. 8; Naef 1977-80,

vol. 5 (1980), pp. 120—121, no. 313, ill; Ternois

1980, p. 65, ill.
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106. Madame Louis-Francois Godinot, nee

Victoire-Pauline Thiolliere de l'lsle

Graphite

8'/
2
x 6'^ in. (21.9x16.5 cm)

Inscribed lower right: Ingres Del [Ingres

drew (this)]

Andre Bromberg

Victoire-Pauline Thiolliere de l'lsle (1804-

1869) married Louis-Francois Godinot

(1795—1876), scion of an ancient family of

silk merchants, at Saint-Etienne, near

Lyons, on March 21, 1827. According to

family tradition the couple traveled to

Rome on their wedding trip and Ingres,

who had met Godinot on an earlier visit

to the Eternal City, offered this portrait

as a wedding gift; however, Ingres was

living in Paris at the time. Since the young

Godinots lived in Lyons, it is more likely

that they met Ingres through a mutual

friend, perhaps Hippolyte or Paul Flandrin

(see cat. nos. 155, 158), or another of the

artist's pupils from Lyons.

Still on its original mount, this beautiful

drawing only recently reappeared at a

sale in 1990. Previously unknown to art

historians, it was not included in Hans

Naef's great compendium of Ingres's

portrait drawings. g.t.

Provenance: Mme Louis-Francois Godinot,

nee Victoire-Pauline Thiolliere de l'lsle (1804-

1869); her family until 1990; sale, Drouot Mon-

taigne, Paris, March 20, 1990, no. 2; Andre

Bromberg, Paris
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107- Pierre-Marie-Francois de Sales Baillot

August 2S, 1829

Graphite

14 x to
3/ in. (35.4 X2y.j cm), framed

Signed, dated, and inscribed lower left: Ingres

Delin,™ / en hommage / a Madame Baillot. /

25 aoust 1829. [Ingres (drew this) / in homage

/ to Madame Baillot. / August 25, 1829.]

The score on the music stand is inscribed:

moz[art] / Qartet

Prat Collection, Paris

N323

To appreciate the depth of Ingres's feeling

for music and his views on musical perfor-

mance, it is useful to study his relationship

with Pierre Baillot, whom he eulogized as

"the Poussin of the violin." Everything

about the man confirmed Ingres in his

belief that art and life are meant to enrich

each other.

Baillot was born in Passy in 1771. His

musical gift was evident in early childhood,

and his father, a lawyer, saw to it that he

was given violin lessons beginning at the

age of seven. At ten, the boy happened to

hear one of the first Paris performances of

Giambattista Viotti, an experience that

made him determined to strive for nothing

less than perfection. Attaining it would be

a struggle, for in the following year Baillot

lost his father and, with him, his support. He

was taken in by a magistrate who managed

to give him a year's study in Rome with

Pollani, who had been a pupil of Pietro

Nardini and was an excellent musician, but

that would be the end of his formal training.

Left on his own when the Revolution

removed his guardian from office, Baillot

had no choice but to try to make his way

in Paris. There, he auditioned for Viotti,

then director of the Theatre Feydeau, who

praised his playing and engaged him for

the orchestra. But the theater was closed

five months later, and the violinist was

obliged to accept a clerical position in the

civil service. Even then, as he would dur-

ing the twenty months of his military ser-

vice, he continued to devote all his spare

time to the violin. Only after his discharge

from the army did he finally risk a public

Paris recital.

His concert was so well received that

others followed, and though he was now

convinced that he could support himself

with his music and resigned from his cleri-

cal job, he had no desire to become a mere

virtuoso. In 1795 he was asked to fill in for

the famous violinist Pierre Rode at the

Paris Conservatoire, where, with Rode

and Rodolphe Kreutzer, he was commis-

sioned to write the text on the violin

method that would be taught at the school

for decades. From then on, he managed to

maintain a balance between teaching and

performance that he felt was beneficial to

both endeavors. Only once did he upset

that balance by agreeing to make a concert

tour of Russia. Though he was everywhere

acclaimed, the experience convinced him

that such a life was not for him. His only

positive memories of the three-year under-

taking were of brief meetings in Vienna,

on his eastward journey in 1805, with both

Haydn and Beethoven.
1

By the time Ingres returned to Paris in

1824, Baillot's reputation was immense,

and it was only natural that the artist for

whom music was as necessary as breathing
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should have fallen under his spell. A first

expression of Ingres's great admiration for

Baillot is found in a letter of 1827 to his

friend Jean-Francois Gilibert: "I attended

a musical soiree of quartets by Baillot.

What he played is beyond compare, as is

the man himself: he is sublime."
2

A letter from the artist to Baillot him-

self in August 1828 makes it clear that

Ingres had meanwhile become personally

acquainted with the violinist: "The value

I place on the respect with which you

honor me is infinite, for nothing can com-

pare with a man ofyour character and

admirable talent." 3

In the following year, Ingres drew this

deeply felt portrait of Baillot, and from its

dedication it is obvious that the two had

become good friends. The work was exe-

cuted for Baillot's wife and presented to

her on her birthday. With his precious gift

Ingres enclosed the following lines:

Would you be so good as to present to

Madame Baillot, whose birthday we have

the honor of celebrating, this attempt I

have made to draw your portrait. If only

it were better. It would fulfill our inten-

tions toward Mme. Baillot, whom we love

with all our heart, and would better cor-

roborate the immense admiration that I

have for you personally, which nothing

can properly convey.

It is with such sentiments that I have

the privilege, Monsieur, ofbeing your

very humble and honored friend.
4

As a performer, Baillot was very dif-

ferent from Niccolo Paganini (see cat.

nos. 82, 83). Whereas the latter exploited

the works of the masters as a means to dis-

play his skill, Baillot approached them

with humility, subordinating his own per-

sonality to the spirit of the composer. This

was what made him Ingres's favorite inter-

preter, and when Baillot died, in 1842,

there was no one more devastated by the

news than his portraitist, who wrote to

Gilibert: "And that great and worthy

artist, the Poussin of the violin, has suc-

cumbed, and it's the modern world that

killed him. Farewell, farewell, divine per-

former of Boccherini, Haydn, Mozart,

Beethoven. From now on, we will hear

him only in memory."'

The portrait was engraved by Achille

Reveil in 1851. h.n.

For the author's complete text, see Naef 1977—80,

vol.
3 (1979), chap. 137 (pp. 58-65).

1. Baillot 1864, pp. 349-50.

2. Ingres to Gilibert, February 19, 1827, in

Boyer d'Agen 1909, p. 192; reprinted in

Naef 1977—80, vol. 3 (1979), p. 61.

3. Ingres to Baillot, August 20, 1828, quoted in

Lapauze 1911a, p. 287; reprinted in Naef

1977-80, vol. 3 (1979), p. 61.

4. Ingres to Baillot, August 25, 1829, quoted in

Lapauze 1911a, p. 288; reprinted in Naef

1977—80, vol. 3 (1979), p. 61.

5. Ingres to Jean-Francois Gilibert, October 30,

1842, in Boyer d'Agen 1909, p. 352; reprinted

in Naef 1977—80, vol. 3 (1979), p. 65.

Provenance: Mme Pierre-Marie-Francois

de Sales Baillot, nee Antoinette-Louise Raincour,

until 1842—45; her son, Paul-Rene Baillot, Paris,

until 1889; his son Rene Baillot; purchased from

him before 1888 by his cousin Julien Sauzay, Paris,

until 1909; his widow, nee Mathilde Petit de Joly,

until 1927; her daughter Mme Georges Laine, nee

Pauline-Marie-Henriette Sauzay, Paris, until

1976; her son Daniel Laine; Prat Collection

Exhibitions: Paris 1867, no. 545; Paris 1913,

no. 348; Paris 1988, no. 271, ill.

References: Magimel 1851, no. 56, ill. (the

engraving by Achille Reveil); Mirecourt 1855,

p. 73, n. 1; Silvestre 1856, p. 36; Gautier 1857,

p. 6; Saglio 1857, p. 78; Merson and Bellier de la

Chavignerie 1867, pp. 21, 112; Blanc 1870, p. 235;

Delaborde 1870, no. 251; Montrosier 1882, p. 16;

Baillot n.d., p. [4]; Both de Tauzia 1888, p. 141;

Jouin 1888, p. 6; Lapauze 1901, p. 264 (known

from the engraving); Lapauze 1911a, pp. 286,

287-88, 368, ill. p. 276; Hourticq 1928, ill. on

pi. 71; Zabel 1929, p. in; Soccanne 1938a, p. 744;

Soccanne 1938b, p. 41, ill.; Encyclopedic de la

musique 1958—61, vol. 1 (1958), ill. p. 333 (detail);

Kemp 1970, pp. 57, 61—62, fig. 5; Naef 1977—80,

vol. 5 (1980), pp. 140-41, no. 323, ill.;Za Chro-

niquc des arts 1990, p. 22, ill.

108. Madame Jean-Auguste-Dominique

Ingres, nee Madeleine Chapelle

ca. 1829

Graphite

8%x 6% in. (21 x i5.6cm)

Inscribed lower right, in Ingres 's hand, in the

name ofthe sitter: Madame Ingres / a Sa bonne

amie Madame Thomeguex [Madame Ingres /

for her good friend Madame Thomeguex]

Signed lower right: Ingres

Prat Collection, Paris

N324

This drawing is discussed under cat.

no. 36.

Provenance: Mme Pyrame Thomeguex,

nee Jeanne Gonin (1787-1842), Florence; proba-

bly her son Antoine Thomeguex, Bellevue, near

Geneva, until 1899; Baron Joseph Vitta Collec-

tion from 1 91 1 to 1931; the dealer R. Langton

Douglas, London; offered by him to Dr. Oskar

Reinhart, Winterthur, Switzerland, 1939; Mrs.

R. Langton Dougias; purchased from her in 1947

by Joseph T. Ryerson, New York, until about

1950; his widow, nee Annie L. N , later Mrs.

Hugh N. Kirkland, Santa Barbara, Calif.; Prat

Collection, Paris

Exhibitions: Paris 1911, no. 122; Nice 1931,

no. 16, as Mme Gonin; San Francisco 1947, no. 13;

Santa Barbara 1964, no. 21; Cambridge (Mass.)

1967, no. 64, ill.

References: Naef 1955 ("westschweizer-

ischen Freunde"), p. 18; Naef 1966 ("Gonin,

Thomeguex et Guerber"), p. 144, fig. 7, p. 131;

Mongan 1969, p. 148; Naef 1977-80, vol. 5

(1980), pp. 142-43, no. 324, ill.
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109. Madame Jean-Auguste-Dominique

Ingres, nee Madeleine Chapelle

1830

Graphite

j
3/
8
x 5% in. (i8.y x 13 cm)

Signed and dated lower left: Ingres Del / a Ses

bons amis Taurel. / 1830. [Ingres drew (this) /

for his good friends the Taurels. / 1830.]

Private collection

N328

This drawing is discussed under cat.

no. 36.

Provenance: Andre-Benoit Barreau Taurel

(1794—1859) and his wife, nee Henriette-Ursule

Claire (ca. 1794— 1 836), Amsterdam; presumably

their descendants in Holland; by 1870 at the latest,

Hippolyte Destailleur, Paris, until 1893; his post-

humous sale, Hotel Drouot, Paris, May 19—23,

1896, no. 797 bis, sold for 4,050 francs; Comtesse

de Behague, Paris, by 1921 at the latest; her sale,

Sotheby's, London, June 29, 1926, no. 99; pur-

chased at that sale for 300 pounds sterling by

Colnaghi & Co., London; purchased from them

by M. Knoedler & Co., June 30, 1926; purchased

from them by George F. Baker in New York,

February 1928; his widow, nee Edith Kane, Locust

Valley, N.Y.; her posthumous sale, Sotheby

Parke Bernet, New York, October 28—29, l977>

no. 264; sold at that auction to Galerie Basket! &
Day, London; purchased from them by Mrs.

Sally Aall, New York, by 1978 at the latest;

private collection

Exhibitions: Paris 1921, no. 224, as Portrait

de Mme Ingres, nee Ramel; Cleveland 1927; New
York 1961, no. 38, ill.; Cambridge (Mass.) 1967,

no. 67, ill.

References: Delaborde 1870, no. 336;

Gatteaux 1873 ( Ist ser0> on p'- 1 l> Gatteaux 1875,

no. 23, ill.; Taurel 1885, p. 15; Duplessis 1896,

no. 16, ill. (photogravure by E. Charreyre);

Lapauze 1901, p. 266 (known from the photo-

gravure); Boyer d'Agen 1909, ill. on pi. 14 preced-

ing p. 89 (erroneously as in the collection of the

Musee Ingres, Montauban); Lapauze 1911a, ill.

p. 279; Lacrocq 1919-21, p. XXV and n. 4; Bouyer

1921, ill. p. 54; H. E. van Gelder 1950, p. 5, fig. 2;

Naef 1965 ("Thevenin und Taurel"), pp. 146,

148, 157, fig. 8; Mongan 1967, ill. p. 26; Naef

1977—80, vol. 5 (1980), pp. 150-51, no. 328, ill.
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no. Madame Louis-Francois Bertin,

nee Genevieve-Aimee-Victoire Boutard

1834

Graphite

i2
S^x s'^in. (32.1 X24.1 cm)

Signed and dated lower left: Ingres Del, /

a Mademoiselle / Louise Bertin / 1834.

[Ingres drew (this), / for Mademoiselle

Louise Bertin/ 1834.]

At lower left, the Muse'e du Louvre, Paris,

collection stamp (Lugt 1886a)

Muse'e du Louvre, Paris

Departement des Arts Graphiques RF 4380

New York only

N342

Ingres's painted portrait of Louis-Franfois

Bertin, publisher of the highly respected

newspaperJournal des debats, is one of his

few works that were as much admired by

his contemporaries as they have been by

posterity (cat. no. 99). When it was exhib-

ited at the Salon in 1833, the public and crit-

ical response was overwhelmingly positive.

A few preliminary studies for that por-

trait survive (see cat. nos. 100, 101, figs.

178, 179), and Ingres's biographer Henri

Delaborde was the first to include among

them the portrait drawing of Bertin in the

Louvre, which was executed in the same

year as the painting (fig. 182).
1

In fact, it is

a wholly independent work, fully signed

and dated, and as yet it is impossible to

determine which portrait was produced

first. The poses are similar, but the cloth-

ing and other details are not the same. It is

important to recognize the independence

of the drawing, for it is the first in one of

the most splendid series of portraits Ingres

produced at the height of his fame. In the

Bertin family, the artist discovered the

atmosphere ofwarmth and affability that

made it possible for him to produce por-

trait drawings during his later years.

;
* jit

k
Fig. 182. Louis-Francois Benin, 1832

(N 339). Graphite on paper, I2 5^ x 9
1

,/ in.

(32.2 x 24.1 cm). Musee du Louvre, Paris

In 1832, when Ingres portrayed him,

Bertin had arrived, advanced in years, at

the zenith of his life. Work on the painted

portrait appears to have taken the artist

frequently to Bievres, where Bertin had

his estate, Les Roches. There, in the circle

of his family, the old man kept a simple,

patriarchal house whose chief adornments

were the large number of distinguished

guests he entertained. Along with Ingres,

Victor Hugo was among the most famous

of them. Life at the Bertins' was later de-

scribed by Hugo's wife, Adele:

At Les Roches, we would get together

over meals and after dinner. The rest of

the day was free. People spent their time

as they wished; they remained in their

rooms, or took a walk in the park, full of

ancient oaks, lawns, flowers, and pavilions

among the branches. A pond in which

swans bathed was fed by narrow streams

producing a soft, monotonous murmur;

peacocks spread their feathers in the sun.

One could see the master of the house, up

since dawn, overseeing the gardeners at

their work, or sitting on a bench with a

book in his hand, and sometimes dozing.

And from deep in their nest, 'neath maple

and elm,

The birds admired his head at rest,

And, trembling singers gay,

They waited, crept close, hoping to steal

away,

The better to soften their somber nest,

One of his hairs of gray.
2

That there were often friendly encounters

between the Romantic poet and the Classi-

cal painter is apparent from the following

passage in Madame Hugo's memoirs:

At that time, M. Ingres was painting the

portrait of M. Bertin; he traveled from

Paris every day. When he returned early,

he sometimes took Victor Hugo with him,

dropping him at the Theatre-Francais. 3

In 1834, Ingres produced the present

unforgettable drawing of his hostess at Les

Roches. Born in Paris in 1772, Madame

Bertin was the sister of the art critic Jean-

Baptiste Bon Boutard, whose review of the
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Fig. 183. Madame Armaria
1

Benin, nee Cecile Dollfus, 1843 (N 392). Graphite Fig. 184. Armand Benin, 1842 (N 391). Graphite on paper, 12 V x

on paper, 13'/^ x io
1/ in. (34.5 x 26 cm). Private collection 9 in. (31.2 x 22.8 cm). Private collection

Salon of 1806 in theJournal des debats had

helped to make Ingres's life miserable. Al-

though the painter was not above avenging

himself in such matters, he surely held no

grudge against Madame Benin, and at most

may have joked with her about what her

brother had once done to him.

Ingres's portrait of Madame Bertin,

created in 1834 as a companion piece to

the pencil portrait of her husband, is real-

istic in the extreme. This extremely over-

weight woman with her swollen cheeks,

her bonnet, her ruffles and ringlets—even

a mustache—would only seem ridiculous

if depicted by a lesser artist than Ingres.

Indeed, the viewer's first response is to

laugh, but the work is not a caricature; like

all of Ingres's portraits, it seeks to capture

and affirm the sitter's essential nature.

Both portraits were dedicated to the

Bertins' daughter Louise, a highly ambitious

poet and composer of operas, who was

herself apparently the subject of an Ingres

drawing, which is known only in the form

of an engraving by Delvaux. The original

must have been executed, like the portrait

of her mother, in 1834.

Her brother Armand is captured in a mas-

terful Ingres portrait from 1842 (fig. 184).

The date is proof that the artist's fondness

for the Bertins had in no way diminished

during the six years he was away in Rome

serving as director of the Villa Medici. The

drawing is dedicated to Armand's wife, of

whom Ingres produced a matching por-

trait in the following year (fig. 183). She is

one of the loveliest women to appear in

Ingres's later portraits.

Armand Bertin, the image of his father,

was born in Paris in 1801. He succeeded

his father at theJournal des debats before

the older man's death, and was equally gen-

erous in his patronage of the arts. Ingres's

pupils Victor Mottez and Amaury-Duval

both executed important commissions for

him.4 He died in 1854, his wife the year

before. The older of their two daughters

later married the jeweler Jules Bapst, who

took over the direction of the paper. The

younger became the wife of the prominent

economist and statesman Leon Say.

H.N.

For the author's complete text, see Naef

1977-80, vol. 3 (1979), chap. 143 (pp. 114-35)-

1. Delaborde 1870, no. 258.

2. Madame Hugo's description of life at Les

Roches, including this passage, may be found

in Hugo n.d., vol. 3, pp. 189—92; quoted in

Naef 1977—80, vol. 3 (1979), pp. 120—21.

3. Hugo n.d., vol. 3, p. 162; quoted in Naef

1977-80, vol. 3 (1979), p. 121.

4. Foucart 1971, pp. 153-73; and Amaury-

Duval 1878, p. 242.

Provenance: Mile Louise Bertin, Paris, until

1877; her niece, Mme Leon Say, nee Genevieve

Bertin, Paris, until 1917; her bequest to the Musee

du Louvre, Paris, 1917

Exhibitions: London 1878-79, no. 678 [eb];

Paris 1884, no. 416; Paris 1905, no. 49; Paris 1911,
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no. 143; Paris 1919, no. 294 [eb]; Copenhagen,

Stockholm, Oslo 1928, nos. 160 (Copenhagen),

149 (Oslo); Paris 1930, no. 475; Nice 1931, no. 19,

as Mile Benin; Paris 1935a, no. 83 [eb]; Brussels

1936, no. 20; Zurich 1937, no. 212, ill.; Paris

1957c!, no. 91 [eb]; Paris 1967-68, no. 160, ill.

(sitter identified); Paris 1974—75, 521b [eb]; Paris

1980, no. 57; Tubingen, Brussels 1986, no. 44

References: Paris, Musee du Louvre 1919—

20, vol. 2, ill. on pi. 51; Dessins deJean-Dominique

Ingres 1926, p. [8], pi. 29; Alazard 1942, no. 12,

ill., as Madame Edouard Benin; Millier 1955, ill. p.

34; Ternois 1959a, preceding no. 14; Serullaz

1967, p. 212; Delpierre 1975, p- 24; Pansu 1977,

no. 55, ill.; Naef 1977-80, vol. 5 (1980), pp.

176—77, no. 342, ill.; Picon 1980, ill. p. 82; Ter-

nois 1980, ill. p. 117
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ROME, 1835-1841
Christopher Riopelle

Ingres
accepted the directorship of the Academie de

France in Rome on July 5, 1834. To the surprise of

many, and the disappointment of his students, he

had decided to leave Paris once again and return to

the city where he had lived from 1806 to 1820. There, he

would take charge of another group of students, the win-

ners of the French Prix de Rome, who were sent to Italy

annually at government expense for four years of

advanced study in the arts. He would return to the Villa

Medici on the Pincio, with its delightful gardens and

commanding view of the city, where he had been a pen-

sioner (as Prix de Rome winners were known) almost

thirty years before. Ingres's appointment followed the

critical failure at the Salon of 1834 of his monumental

painting The Martyrdom of Saint Symphorian (fig. 169),

and his decision to return to Italy has been seen as the

impetuous act of an angry man.' Ingres was notoriously

thin-skinned, it is true, and on this occasion—as Andrew

Shelton has shown in the preceding essay in this cata-

logue (see page 287)—he was deeply unsettled by the

critics' response.
2 As nettlesome as bad reviews might

have been, however, it is also possible to look at Ingres's

actions in another light: by 1834 he also would have

known that his reputation as an artist no longer lay in the

critics' hands alone. He had enjoyed ten years of appro-

bation following the success of The Vow ofLouis XIII

(fig. 146) at the Salon of 1824. Despite the ascendancy of

the Romantic school, he was widely recognized as one of

the preeminent artistic figures of his day. A steady stream

of commissions came his way, not just for portraits but

for the history paintings he valued most. In Paris, he had

discovered himself to be a brilliant and intuitive teacher

(a role he loved) and was surrounded by numerous,

devoted students. With their enthusiastic help, his ideas

on art were being widely disseminated. Therefore,

despite the critics, Ingres's position was relatively strong

in the spring of 1834. When Horace Vernet, the painter of

military subjects who had served as director of the

Academie de France since 1828, made known his plans to

retire, the recent hostility between Ingres and the critics

was probably only incidental in the artist's decision to

seek the post. Although he would express repeated

doubts about the decision he had made, even after arriv-

ing in Rome, 5 Ingres would nonetheless have appreciated

the advantages that the Villa Medici offered him at this

juncture in his career.

Ingres's ambition was unwavering: he intended to see

his aesthetic opinions prevail in France, especially in the

face of challenges by the Romantics. His argument was

less with the press than with a government that, to his

mind, failed to adequately acknowledge his seminal place

in contemporary French art. Yet the directorship of the

Academie de France placed him near the top of the French

artistic hierarchy and called for him to have frequent and

official communication with the arts administration in

Paris.4 Ingres's renewed presence in Rome underscored

the vital connection he posited between his art (and by

extension contemporary French art) and that of antiquity

and the Italian High Renaissance, especially Raphael.

Most important, the directorship of the Academie could

be a position of considerable influence in that the artists

whom the French state had officially recognized as the

most promising of their generation—not only in paint-

ing but also in sculpture, architecture, printmaking, and

music—would come to Rome to sit at his feet, listen to

his words, seek his advice. Writing in 1839, Ingres evoked

"my firmly held tenets, my profound conviction, the

motto of which is on my flag: The Ancients and Raphael!"^

Though far from Paris, he would be able in Rome to

secure the allegiance of a new generation of French art-

ists, inculcate them with his aesthetic principles, and con-

solidate his position as an arbiter of French art. As he

would coolly assure his friend Edouard Gatteaux in 1836,

"According to you, I have made 'a serious mistake' in

going to Rome. The serious mistake is rather theirs who

let me leave, the administration first and foremost.'"
5

Ingres knew his strengths.

Preparing to leave Paris, Ingres made a series of deci-

sions that, in retrospect, can be seen as strategic moves to

pave the way for his successful return at the end of his

six-year tenure at the Academie. He issued instructions

that his works not be exhibited at the Salon while he was

Opposite: Fig. 185. Detail of Cherublni and the Muse ofLyric Poetry (fig. 221)



gone.7 The critics would have no opportunity to com-

ment on his art: he would be left in peace, and their

curiosity could only grow. Quickly finishing his portrait

of the comte Mole (fig. 158)—though adamantly refusing

to allow it to appear at the Salon either, but instead exhib-

iting it privately in his studio
8—he canceled a number of

other painting commissions, including two from the gov-

ernment. 9 In Rome, he intended to concentrate on his ad-

ministrative and pedagogical duties. Indeed, so resolutely

would he attend to those obligations that, years later, he

would report of his return to the Villa Medici that "busy

with my duties as Director, I did not begin to work on

my pictures until three years later."
10

However, in seeming contradiction to his other deci-

sions, Ingres did not cancel a commission for a painting

he had accepted a year earlier. It came from a highly

prestigious collector, Prince Ferdinand-Philippe, due

d'Orleans, the eldest son of King Louis-Philippe and heir
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to the French throne." The duke, who was earning a rep-

utation in those years as an adventurous patron of con-

temporary art,
12
had commissioned Paul Delaroche to

paint The Assassination ofthe Due de Guise (fig. 191), a vio-

lent scene of political treachery from sixteenth-century

French history.' 3 He asked Ingres to provide him with a

pendant painting based, unexpectedly enough, on an

ancient love story—that of Antiochus and Stratonice,

told in Plutarch's Lives (9.38.1-9). From the beginning of

his career, Ingres had intended to depict the story of

young Prince Antiochus on his sickbed, dying for love

of his stepmother, Queen Stratonice. Like the scenes de-

picted in Paolo and Francesea (fig. 103), Raphael and the

Fornarina (fig. 127), and Roger Freeing Angelica (fig. 104),

it was a tale of intense, even bizarre, erotic attraction, a

type to which he was powerfully drawn. Moreover, it was

the very subject for which his master, Jacques-Louis David,

had won the Prix de Rome in 1774 (Ecole Nationale

Superieure des Beaux-Arts, Paris). Ingres had made com-

position drawings for such a painting in 1801 and again in

about 1806 (fig. 49); he even seems to have begun a paint-

ing on the theme, now lost and perhaps never completed,

in about 1825.
14 Ferdinand-Philippe's request thus gave

him the opportunity to fulfill an old ambition. At the same

time, the patronage of the heir to the throne could not

fail to attract attention and enhance Ingres's reputation.

Though not without great difficulty, Ingres would exe-

cute Antiochus and Stratonice (fig. 194) in Rome, complet-

ing it in 1840; privately exhibited in Paris that same year,

it would indeed herald his triumphant return in 1841.

Ingres and his wife, Madeleine (fig. 186), accompanied

by a student, Georges Lefrancois, left Paris for Rome at

the beginning of December 1834, carrying with them a

gilded silver cup presented as a token of esteem by the

students Ingres was leaving behind. The travelers made a

slow progress through Italy, visiting such favorite cities

as Milan, Venice, and Florence. Exhausted, they arrived

in Rome long after midnight on January 4, 1835, thus dis-

appointing the pensioners of the Academie de France,

and other French artists resident in Rome, who had

hoped to greet the new director at the city gates. Ingres

assumed his duties as director when Vernet left the Villa

Medici after the marriage of his daughter Louise to Paul

Delaroche on January 24. Among his colleagues was the

Academie's newly appointed secretary-librarian, Alexis-

Rene Le Go, who had himself taken up his post only a

few weeks before, on January 1.
15 Le Go was both intelli-

gent and highly efficient—indeed, he would remain at the

Academie for almost forty years—and the two newcomers

found that they worked well together. Ingres and Le Go

quickly set about studying the needs of the Academie and

carefully instituting changes. Happily for the new direc-

tor, he found that he could count on the support of the

French ambassador to Rome, Monsieur de La Tour-

Maubourg, and, although relations between them were

not entirely smooth, of Adolphe Thiers, the government

minister responsible for the Academie back in Paris.'
6

Insistent when it came to the interests of his students

—

ever ready to "show my teeth," as he once phrased it'
7—

Ingres would frequently call on the aid of these authorities.

Among the changes Ingres introduced, with Le Go's

help, was a course on archaeology. He improved student

access to live models and worked at enriching the library.

He set about repairing and improving the facilities in the

villa and its garden, and he sought to reduce crime in the

surrounding neighborhood. He also decided to expand

the Academie's collection of plaster casts after the

antique, although here he found himself in seemingly

endless disputes with officials of the Vatican, who

opposed and then hindered attempts by the French to

take casts from works in the papal collection. The pen-

sioner Xavier Sigalon, for instance, had already been

working for a year before Ingres's arrival on an enor-

mous copy for the Ecole des Beaux-Arts in Paris of

Michelangelo's Last Judgment in the Sistine Chapel and

had been encountering difficulties with Vatican officials;

Ingres's encouragement eventually helped Sigalon to

bring the project to a successful completion. At the be-

hest of Thiers, Ingres also initiated a major project to

make copies of the fifty-two paintings of Bible scenes

by Raphael and his school that adorn the Loggias of the

Vatican. Carried out in part by the brothers Paul and

Raymond Baize, these works too were to be sent back to

the Ecole des Beaux-Arts. Here again Ingres ran into

conflict with Vatican officials, who imposed onerous con-

ditions'
8—especially about the erection of scaffolding

—

to such a degree that at one point he threatened to resign:

"In the meantime, here they are, beginning to harass me

over the means of execution, so much so that I am obliged

to show my teeth. ... All these discouragements (even

including the loss of the advances paid on the scaffolding

and other expenses) might have made me decide to give

up this business by resigning. . . . Here I am, then, I who

came to Rome in search of an artist's peace and quiet,

here I am, already exposed to irritations and setbacks!'" 9

Ingres carefully monitored the works the pensioners sent

back annually to Paris, ensuring that they reflected well

both on the artists themselves and on the Academie as a
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Fig. 187. David-Paul Drach, ca. 1840 (N 373). Graphite on paper, Fig. 188. Madame Marcellin-Benjamin Guyet-Desfontaines, 1841

8% x6% in - (2I -4 x l6 -3 CI"). Musee Bonnat, Bayonne (N 385). Graphite on paper, SV
S * 6VS in. (22 x 16.5 cm). Musee

Bonnat, Bayonne

whole; he also defended their efforts diligently when he

felt the criticism they received from Paris was undeserved.

Throughout his stay, Ingres's administration was marked

by firmness and consistency, with the best interests of the

students always foremost among his concerns.

Ingres was determined to improve the pensioners' way

of life, to make the Academie comfortable and safe, a

place where hard work and dedication were encouraged,

to be sure, but where friendship and a sense of commu-

nity flourished as well. He made a point of being acces-

sible to the pensioners, opening his quarters to them

frequently and inviting many of them to regular, infor-

mal evenings ofmusic making. Students he had known in

Paris, such as Hippolyte Flandrin, the Prix de Rome win-

ner for 1832, were eagerly embraced again in Rome, as

were Hippolyte's brother Paul and one of Ingres's most

devoted students from Paris, Amaury-Duval, when they

arrived sometime later. The Baize brothers, to whom
Ingres gave special encouragement, were particularly

close to his heart. He was fierce in the defense of the pen-

sioners, as when a young architect named Charles-Victor

Famin was falsely arrested.
20 He was disconsolate in

the face of their misfortunes and tragedies, as when

Lefrancois, with whom he had traveled to Rome in 1834,

drowned at Venice in 1839: "I am greatly grieved; I am

angry at fate, which is almost always bent on destroying

what is good, while it spares the human race so many

noxious or useless monsters."
21 He could be extravagant

in his praise. Speaking to Hippolyte Flandrin about one

of Flandrin's less than first-rate works, he enthusiastically

remarked, "No, my friend, painting is not lost; I shall not

have been useless!"
22 He could also be unforgiving when

the calm of the Academie, on which he placed a high pre-

mium, was jeopardized: during one tense moment in

1840, he ordered a particularly obstreperous student, an

engraver named Victor Pollet, simply to leave the Villa

Medici and take himself to Florence. 23 Madeleine was

often by Ingres's side, helping with the arrangements,

mothering the students, quietly easing events along.

Indeed, it was she who monitored the purse strings at the

Villa Medici, doling out money to Ingres as he required it

for trips or small purchases, lending funds to pensioners

when they fell short, and keeping careful account

books. 24
Said her husband of her, "She is my little minis-

ter of the interior."
2
' Ingres was able to achieve an almost

domestic sense of intimacy and ease at the Villa Medici,
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so much so that Henry Lapauze would conclude of his

directorship, "Rarely did the residents of the Villa Medici

live in better accord."
26

Many people passing through Rome, including the

painters Henri Lehmann and Theodore Chasseriau, were

invited to spend time at the Villa Medici during Ingres's

years there. Musicians were especially welcome, and

Franz Liszt and Charles Gounod both performed there.

Gounod remarked on the strength and candor of Ingres's

character, as well as on the special regard in which he

held his pensioners: "Genuinely humble and unassuming

before the masters, but dignified and proud before the

conceit and arrogance of stupidity; fatherly toward all the

pensioners, whom he regarded as his children and whose

status he upheld with jealous affection when visitors,

whoever they might be, were entertained in his salons:

such was the great and noble artist whose precious

teachings I would have the pleasure of receiving."
27

Fellow musician Ambroise Thomas quickly fell under

Ingres's spell and, though near the end of his Roman

sojourn, arranged to stay on at the Villa Medici, where he

frequently organized the musical evenings. A Lady

Charlemont, of whom little is known—except that she

was beautiful, was born in Benares, and was called by

Byron "that blue-winged Kashmirian butterfly of book-

learning"
28—visited Ingres at the villa in hopes of com-

missioning a portrait. Her memoir, published in 1867, is a

precious record of the artist's temperament and manner

of living at that time: "In this palace the director leads the

life of a prince. . . . [He] had a thousand reasons, there-

fore, to be happy at the Villa Medici. The pensioner had

become the director. Every step of the staircase, every

sigh of the fountain, every murmur of the laurel tree,

spoke to him ofwhat he had done, gained, and conquered

since his youth. . . . What more did he need? ... He had a

school controlled, obsessed by his lessons. It was not

even a cult that he commanded, it was fetishism."
2
' None-

theless, she observed that Ingres was not content: "None

of that brought happiness, a smile, or peace of mind to

this artistic temperament, irritated and irritable, which

believed itself dethroned by the criticism of a picture and,

I really think, exiled to Rome, this hostelry for every fall

from grace." 30

Portrait drawing assumed a special importance for

Ingres at this time. Throughout the eighteen years of his

previous stay in Italy, between 1806 and 1824, his steadi-

est source of income had been the production of such

works, most often commissioned by visiting or resident

Frenchmen or by wealthy European travelers on the grand

tour who wanted an elegant memento of their sojourn in

Rome or Florence. As skillful as he was, Ingres came to

detest the occupation as beneath the dignity of a history

painter. Every now and then, however, he had found

time to make uncommissioned portrait drawings of his

closest friends, frequently giving them as gifts to the sit-

ters or their families, or keeping them near at hand as

souvenirs of absent, longed-for companions. These por-

traits intimes (intimate portraits) are a record of his most

intense feelings of camaraderie. 3 ' As he had written in

1825, when presenting one such drawing to the wife of a

friend, he wished "to offer you a souvenir ... in accept-

ing from me that which I intend only for my friends: a

portrait drawing."^ Now, in Rome again, he returned

with renewed fervor to the creation of such souvenirs,

producing some twenty-three portrait drawings between

1835 and his return to Paris in 1841 (see, for instance, figs.

187-89). 33 He was under no financial obligation to do so,

nor were the majority commissioned works. Rather, the

portrait drawings of these years were largely of friends or

family, the sitters most often the young pensioners of the

Fig. 189. Madame Alexis-Rene Le Go, 1841 (N 374). Graphite on

paper, 12 '/ x 8V in. (31.6 x 22.3 cm). Private collection
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Academie, of whom Ingres was so fond, their wives and

children, or favored visitors who gravitated to the Villa

Medici as they passed through Rome. As the recipients

knew, such drawings had been prompted by strong feel-

ing, being the emblems and precious tokens of Ingres's

personal regard.

Louise Vernet was the subject of perhaps the first

drawing Ingres executed in Rome (cat. no. 112); made in

January 1835, shortly before her marriage to Delaroche,

the work is dedicated to her mother. Ingres drew his

secretary, Le Go, the following year (cat. no. 113), dedi-

cating the sheet to the "friend" Le Go had so quickly

become; as he prepared to leave Rome in 1841, the artist

drew Le Go's wife (fig. 189) and daughter (N 375; loca-

tion unknown), also presenting them to the sitters as

souvenirs of his esteem. In 1836 Ingres offered Victor

Baltard—the future architect of Les Halles in Paris—

a

drawing of his wife and daughter (cat. no. 114) and the

following year dedicated a pendant drawing of Baltard

himself to the sitter's wife (cat. no. 115). Liszt and

Gounod (cat. nos. 116, 117) were both sketched by

Ingres, as was the wife of Eugene Viollet-le-Duc (N 370;

private collection) when that brilliant architect visited

Rome in 1837. Madeleine, too, participated in this portrait

exchange: one of the very last drawings Ingres executed

before leaving Rome was a portrait of her (cat. no. 118),

dedicated and presented to one ofher close women friends.

Immediacy and directness characterize the portrait

drawings. Most often shown half or three-quarters length,

the sitters always confront their limner with a direct, con-

vivial gaze. Attributes are used sparingly in order to

characterize the nature of the relationship with Ingres.

Thus, Gounod turns to greet the artist while seated at

a piano on which lies opened the score of Mozart's Don

Giovanni, loved by them both. Soon after arriving in

Rome, Ingres drew a self-portrait (cat. no. 111) in which,

elbow on table, he stares out with passionate directness at

the viewer. It, too, is a souvenir of friendship. Inscribed

"Ingres /a Ses Eleves," it was intended for engraving and

wide distribution to those students—a testament to the

affection in which the artist held the young people he had

left behind in Paris and the pensioners he was coming to

know in Rome. 34 Indeed, Lapauze saw the drawing as

something of a manifesto of Ingres's directorship and his

relationship with his students: "Despite the injustices of

destiny, he is confident of his strength: this is the leader

of a school who set the greatest examples before his dis-

ciples and who placed all his teachings before them." 35

Taken together, these drawings constitute a kind ofgroup

portrait of the clever, talented, and amiable circle ofyoung

artists and their charming families, at the center of which

Ingres presided. Through his teaching, leadership, and

almost paternal acts of kindness, he sustained them, just

us their friendship and warm appreciation of his gifts sus-

tained him in turn.

The most serious crisis of Ingres's tenure—and a stern

test of his skills as a leader—occurred in 1837 with an

epidemic of cholera in Rome. There had been threats and

minor outbreaks in 1833, 1835, and again in 1836, but the

following summer the disease struck Rome with a venge-

ance.36 At its height, Sigalon arrived back from Paris,

where he had just delivered his completed copy of the Last

Judgment; he fell sick on August 1 5 and was dead three

days later. On September 5, 1837, Ingres wrote a long letter

to Gatteaux describing the parlous situation in the city:

All of us here are in good health; so much for the main

thing. That said, here is the status of the disease on the

very day that I write to you. There are four to six hun-

dred cases a day, and about two hundred deaths. The

disease seems to be on the wane, since a week ago

deaths were numbering three hundred and more. The

plebs are the worst off. No help has been organized, a

great many doctors are withholding their services, and

because of the unfortunate nature of the contagion, all

the Romans avoid one another or fumigate themselves,

to the point of giving themselves the disease by that

means alone.37

Fear was tremendous, especially since it was too late to

flee the city. Ingres gathered together the Villa Medici

pensioners and staff, including married pensioners and

their families (who customarily lived elsewhere in Rome),

and sealed off the villa from the world. Everyone hud-

dled together, finding mutual strength and consolation in

their work and in one another's company. As Ingres told

Gatteaux:

For our part we form a group at the Villa Medici. We
are holding on like frightened birds, but without the

shelter of a large tree, until the storm has passed, living

plainly and as quietly as possible. As for myself—not

to dispel anxiety, for I remain calm in this peril, but to

seek a powerful distraction— I work all the time and

think about it less. . . . Almost all the pensioners wanted

to flee, and, in that situation, so as not to be compromised

in this peril, I gave them permission to go to Ancona,

Florence, or Bologna, to live as a group; but we are forced

to stay in Rome. No one can leave, not even a cardinal,

who would in any case be greeted with gunshot in the

surrounding countryside, as has happened.
,s
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Fig. 190. Odalisque with

Slave, 1840 (W 228). Oil on

wood, 28'^ x 39!/ in.

(72.4 x 100.3 cm)- Fogg

Art Museum, Harvard

University Art Museums,

Cambridge, Massachusetts

Miraculously, with the lamented exception of Sigalon, the

group survived the epidemic, the dire experience strength-

ening the bonds of affection that already existed among

them. Ingres himself was widely praised for the exem-

plary courage and calmness he exhibited during the

ordeal. His old friend Fran^ois-Marius Granet, for in-

stance, wrote from Paris: "There you are in that sad city

of Rome, where death has just taken up his abode. . . .

Everyone here knows how admirably you are steering

your bark, despite all the difficulties that one encounters

on this sea of life."
39

"I work all the time," Ingres had said of the period of

quarantine at the Villa Medici. These words probably

referred to painting, for he had taken up his brushes again

by this time. Two canvases awaited him, the Antiochus

and Stratonice for the due d'Orleans and the Odalisque with

Slave (fig. 190), which Ingres had long promised his old

friend and patron, Charles Marcotte. The latter, signed

and dated 1839, would be the first painting Ingres com-

pleted during his stay in Rome. Filled with echoes of his

Sleeper ofNaples of 1808 (fig. 85)—a work lost by this

time but still longed for by Ingres—the Odalisque is a

work of the most refined ostentation. Within a jewel-like

interior, a languorous sleeping nude is tended by a slave

and a musician; soft, strange music plays; cool water

splashes on glistening tiles; she has just laid her hookah

aside. All the senses are evoked here, not least among

them vision, as the viewer is invited to trace with the eye

the sleeper's swelling, marmoreal form against its poly-

chrome setting. Given over to sensuality, she is twice a

prisoner: held in the claustrophobic depths of a fantastic

harem from which no exit is vouchsafed, she is also fixed

by Ingres's meticulous painterly control, which extends

to every detail of the intensely worked, enamel-like sur-

face in which she is enclosed. The painting's high arti-

ficiality is accounted for, in part, by Ingres's reliance on

drawings rather than on the live model. As he told Gat-

teaux, "In fact, a great many things in this picture, if not

almost all, were painted from drawings, in the absence of

a live model (this is between the two of us), which by

your way of thinking—and mine too—is indispensable

in giving life to a work and causing its heart to beat."
40

At the same time, the opulent airlessness of the paint-

ing is entwined with its eroticism; it is like a fevered

dream. When Paul Flandrin painted a replica in 1842

(fig. 324), he relieved the almost unbearable claustropho-

bia of the original painting by opening up the back-

ground to include a garden and a glimpse of sky.

Also meticulously planned and executed, Antiochus

and Stratonice (fig. 194) was an even more complicated

and vexing matter for Ingres—the single most difficult,

and defining, project of his Roman years. Although he

had made compositional sketches for it before leaving

Paris in 1834, he now abandoned these. 4 ' He began again

in Rome by making individual figure studies, using him-

self, his wife, and friends as models (figs. 192, 193).
42 He
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Fig. 191. Paul Delaroche

(1797—1856). The Assassi-

nation ofthe Due de Guise,

1834. Oil on canvas, 22

x

38'/
8

in. (57 x98 cm).

Musee Conde, Chantilly

found his model for Stratonice herself in the visiting

Lady Charlemont, or at least she later claimed he had. 43

He asked Baltard, then studying ancient Roman architec-

tural ornament, to design the richly detailed "Pompeian"

interior in which the scene is set (see fig. 319); he then had

someone else sketch it onto the canvas itself, an assign-

ment that seems to have been completed in August 1837.
44

At that point Ingres himselfbegan to work on the canvas,

locating his figures in the elegant chamber Baltard had

devised, but even then he continued to rely on the assis-

tance of his students. According to Raymond Baize, he

and his brother helped Ingres with "the less important

parts . . . such as the architectural parts." 45 Nothing

satisfied Ingres, Baize elsewhere reported; often reduced

to tears of frustration, the master repeatedly ordered

details erased, relocated, and painted again and again. 4 *5

Ingres was clearly obsessed by the task, though Lady

Charlemont, for one, praised him for being so: "Person-

ally, I admire those childlike natures that have retained

the violence and charming boyishness of the passions." 47

Feverishly, Ingres continued to work on the painting for

three years, until the summer of 1840, constantly alter-

ing and adapting details. Finally, at the last moment,

just before sending the picture to Paris in the summer

of that year, he decided to add columns across the back of

the room.48

Even by Ingres's fastidious standards, completion of this

relatively small-scale painting was troubled and painstak-

ingly slow. To be sure, he was determined to impress his

distinguished patron, the due d'Orleans, who—patiently

waiting to receive the picture he had commissioned in

1833—continued to publicly express his regard for the

artist by acquiring his large-scale Oedipus and the Sphinx

of 1808 (fig. 82), and by commissioning his official por-

trait, to be executed when Ingres returned to Paris. 49

Moreover, Antiochus and Stratonice would be the first new

painting by Ingres to be seen in Paris since 1834. Thus,

the artist felt pressured to produce what he hoped would

be "a work that can be praised, and quite new." 50 At the

same time, it has not been widely noted that, again with

the help of the Baize brothers, Ingres was painting a sec-

ond version ofAntiochus and Stratonice simultaneously with

the first. Smaller, more nearly square than the duke's

painting, and with numerous altered details in the back-

ground, it was meant to serve as the model for an engrav-

ing to be executed by Charles-Simon Pradier. Ingres's

letters are filled with pained discussions of the difficulties

he was experiencing in reconciling these two canvases.
>'

He continued to labor over the second version after the

duke's painting had been sent to Paris, although in the

end the engraving project was abandoned. 51

Ingres faced one further complication in regard to

Antiochus and Stratonice, which rendered its completion

especially onerous. For the first and only time in his career,

he was constrained to create a pendant for another artist's

painting. Moreover, that artist was Paul Delaroche, whose

Execution ofLadyJane Grey (1834; National Gallery, Lon-

don) had been praised at the Salon of 1834 at the expense

of Ingres's Martyrdom of Saint Symphorian. Years later,

Ingres was still haunted by the—in his eyes—invidious

comparison. To Lady Charlemont, "He was possessed,

he had the same vision everywhere, a horrible vision." 53
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She went on to relate Ingres's repeated, appalled descrip-

tion of Lady Jane Grey and of the appreciative crowds

that had gathered around it at the Salon, while ignoring

his own painting, of whose superiority he was in no

doubt. "These were the standing-up dreams, the waking

visions that M. Ingres encountered at the table, in the

drawing-room window, in his studio, indoors and out,

everywhere, continually. . . . His arms drooped out of

discouragement. . . . The artist no longer worked, or if he

worked, he erased the next day what he had done the day

before." 54 Once again, Ingres had to confront Delaroche,

creating a pendant for his Assassination of the Due de

Guise—a work that, moreover, had been completed years

before, in 1834, thus determining the dimensions, format,

and figural scale to which Ingres's painting would need to

conform."

Georges Vigne has rightly pointed out that Ingres

derived his composition for Antiochus and Stratoniee from

his knowledge of monumental history paintings by

Greuze and Poussin, including the latter's Testament of

Eudamidas (ca. 1644; Statens Museum for Kunst, Copen-

hagen) and Death of Germanicus (1627—28; Minneapolis

Institute of Arts).'
6
Slowly, brilliantly, Ingres reconciled

those impeccable sources with the constraints imposed

by Delaroche's composition. Delaroche had depicted the

still moment immediately following the murder of the

due de Guise on the morning of December 23, 1588

(fig. 191). He lies at the foot of a bed at the right while at

the far left Henri Ill's henchmen point out their handi-

work as the timorous king enters upon the scene. The

composition is dominated by the visually tense spatial gap

between the group at the left and the single, fallen figure

at the right and by the malevolent gaze of one assassin,

which spans the gap. Ingres, for his part, chose to depict

the still moment following the arrival of Stratoniee in the

bedroom ofAntiochus (fig. 194). She stands alone and pen-

sive at the left just as the doctor, Erasistratus, at the right,

his hand on the racing pulse of the prince, realizes that the

young man's ailment is lovesickness and stares across the

room in recognition at the queen. In order to establish a

pendant relationship between the pictures, Ingres bril-

liantly appropriated and then reversed Delaroche's dis-

tinctive distribution of figures, as if in a mirror, placing

his figure group at the right and his single figure at the

left, at the same time retaining the motif of a penetrating

stare that leaps the resonantly empty space between. Not

surprisingly, Ingres was anxious to conceal his debt to

Delaroche. When Antiochus and Stratoniee was about to

be exhibited for friends in the apartments of the due

Fig. 192. Stratoniee, 1840. Graphite on

paper, 8 3/ x 6 in. (22.3 x 15. 1 cm). Musee

Ingres, Montauban (867.2198)

Fig. 193. Study ofDraperyfor "Antiochus and Stratoniee"

ca. 1840. Graphite on paper, 19'^ x i2 5
/£ in. (49.3 x 32.1 cm).

The Metropolitan Museum of Art, New York, Purchase,

Pfeiffer Fund, 1963 (63.66)

1835-184



d'Orleans in the summer of 1840, he wrote to Gatteaux

from Rome: "Although I have no idea how this picture

will be exhibited privately, when it is shown only to my
friends, if the prince is agreeable, I should like it to be

placed upright, not leaning forward on its easel, and

nothing else but well bathed [in light] and with its [nat-

ural] shadows." 57 Thus, Ingres obliquely ensured that his

painting would not be seen by his friends in the company

of its pendant by Delaroche.

Ingres worked on few other paintings during his time

in Rome. He sketched a now-lost portrait of Lady

Charlemont, of which she recalled "the fifteen sittings

that I gave the painter not for my portrait but for the

rough sketch ofmy portrait."'
8 He had brought a portrait

of Luigi Cherubini, begun by 1834, with him from Paris.

With the assistance of Henri Lehmann he expanded it in

Rome, using Gounod's hands as a model for the older

composer's and adding the figure of Terpsichore, the

Muse of Choral Song and Dance (now sadly disfigured

by bitumen), but the work was completed only after

Ingres returned to Paris (fig. 221). He also received a com-

mission from the heir to the throne of Russia, the future

Czar Alexander II, then traveling in Italy, to paint a

Virgin with the Host, flanked by Saints Alexander and

Nicholas (fig. 200). Inspired in part by Ingres's study of

Russian icons, it was not well received when exhibited in

Saint Petersburg in 1842. Moreover, Ingres long resented

the cavalier treatment he had received at the hands of the

czarevitch and his courtiers. 59

By the time he finished Antiochus and Stratonice and

sent it to Paris in the summer of 1840, Ingres was nearing
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the end of his six-year tenure at the Academie de France,

and his thoughts were beginning to turn to Paris. His old

friend Granet had been keeping him informed of his rep-

utation in the capital, and Ingres could only have been

pleased with what he heard: "We are beginning here to

assess the effects that your painting has already had on a

great many artists. It is at this year's Salon that one sees

the seeds you cast on this ground beginning to spring up

in favor of the beautiful style of painting [classicism] of

which, as no one will ever be able to dispute, you have

been the preserver."
60 On another occasion, Granet

noted a change in the Paris art world: "I find more young

people in the Grande Galerie of the Louvre copying the

masters who are dear to us, more than they did in the

past. Every time I pass by there and find them in front of

a Raphael, I cannot help saying: 'There is the seed that

Ingres sowed bearing fruit.'"
61 Many of the pensioners

with whom Ingres had been close in Rome had returned

to Paris and were spreading word of his teachings and of

the intriguing new works he had been painting. Interest

in Antiochus and Stratonice was keen in Paris in advance

of its arrival, and when it appeared it was well received,

not least by the due d'Orleans, who wrote to Ingres per-

sonally to thank him for "a picture that the French School

is so justly proud of."
62
At the same time, Granet sent

word to the master that this was the moment for him to

return home: "So come back to us again quickly: here

you will find glory, friendship, and respect. That is what

awaits you in our fair France."
6 '

On April 6, 1841, Ingres and his wife bade farewell to

the Villa Medici and their Roman friends and colleagues.



Traveling north, they spent ten days with old friends in

Florence, where Ingres made at least four portraits intimes,

including depictions ofAntoine Thomeguex (cat. no. 150)

and members of the Gonin family, all ofwhom had been

boon companions of Ingres and Madeleine when they

had lived in Florence twenty years earlier.
64 The couple

embarked for France by ship from Genoa; as the coast-

line slipped below the horizon, Ingres had his final sight

of Italy, where he had spent some twenty-four years of

his life. Ahead lay Paris, where he would arrive in mid-

May and where he would begin the final, richly productive

phase of his career. To it he brought renewed vigor but

—

faced with the obligation of painting the due d'Orleans's

portrait—he brought as well his old ambivalence about the

art of portraiture. As he wrote to Gatteaux on August 6,

1840, "Between us . . . despite all the honor I feel over the

prince's desire to be painted by no one other than myself, it

is still a matter of doing another portrait! You know how far

removed I am at present from this genre of painting; but

in the end I will do everything for his gracious person."
65
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book states that Ingres began work on Antiochus and Stratonice

on September 12, 1836; see Ternois 1956, p. 175. Nonetheless,

Ingres's directorship of the Academie de France was perhaps

the least prolific period of his artistic career.

11. The Moniteur universel reported the due d'Orleans's commis-

sion ofunnamed paintings from Ingres and several other artists,

including Paul Delaroche, on May 19, 1833; see Robert 1991,

p. 54, n. 13. Gruyer (1900, p. 402), however, while citing no

source, states that Ingres's commission for Antiochus and Stra-

tonice coincided with his appointment as director of the

Academie de France, on July 5, 1834.

12. On Ferdinand-Philippe as a patron and collector, see Robert

1993.

13. On the painting, see Bann 1997, pp. 190—98.

14. Ingres's earliest treatment of the theme is a pencil drawing of

about 1801 (Musee des Beaux-Arts et d'Archeologie, Boulogne-

sur-Mer). A drawing from about 1806 is in the Cabinet des

Dessins of the Musee du Louvre (R.F. 5022; fig. 49). Amaury-

Duval (1993, p. 157) reported seeing a painting of the subject on

the easel when he visited Ingres's studio in 1825.

15. On Le Go and his family, see Naef 1977-80, vol. 3 (1979),

chap. 153.

16. Lapauze 1911a, p. 328.

17. See n. 19, below.

18. These he describes in a letter to Adolphe Thiers, dated Septem-

ber 5, 1835, in Boyer d'Agen 1909, pp. 241—43; subsequent cor-

respondence on this matter appears in ibid., pp. 243—48.

19. "Cependant, voila qu'ici on commence a me tourmenter quant

aux moyens d'execution, si bien que je suis oblige de montrer

les dents. . . . Tous ces degouts (quitte meme a perdre les

avances d'echafauds et autres) m'auraient determine a rendre

par demission cette affaire. ... Me voila done, moi qui suis

venu a Rome pour chercher un repos d'artiste, me voila deja en

butte a des chagrins et a des contrarietes!" Ingres to Gatteaux,

November 24, 1835, quoted in Delaborde 1870, pp. 336-37.

20. Vigne 1995b, p. 204.

21. "Je suis desole; je suis furieux contre le sort qui s'acharne

presque toujours a detruire ce qui est bon, tandis qu'il epargne

tant de monstres nuisibles ou inutiles au genre humain." Ingres

to Gatteaux, July 11, 1839, in Boyer d'Agen 1909, p. 276.

22. "Non, mon ami, la peinture n'est pas perdue; je n'aurai done pas

ete inutile!" Quoted in Lapauze 1911a, p. 333.

23. See ibid., p. 344.

24. On Madame Ingres's control of finances during Ingres's direc-

torship, see Ternois 1956, pp. 163-76.

25. "Elle est mon petit ministre de l'interieur." Ingres to A.-L.

Dumont, March 9, 1835, in Boyer d'Agen 1909, p. 237.
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26. "Rarement les hotes de la Villa Medicis vecurent en meilleur

accord." Lapauze 1911a, p. 328.

27. "Sincerement humble et petit devant les maitres, mais digne et

fier devant la suffisance et l'arrogance de la sottise; paternel

pour tous les pensionnaires qu'il regardait comme ses enfants et

dont il maintenait le rang avec une affection jalouse au milieu

des visiteurs, quels qu'ils fussent, qui etaient recus dans ses

salons, tel etait le grand et noble artiste dont j'allais avoir le

bonheur de recueillir les precieux enseignements." Gounod

1896, quoted in Vigne 1995b, p. 207.

28. Byron 1974, p. 228. Thanks to Nicholas Penny for the quotation.

29. "Le directeur mene, dans ce palais, un train de prince. . . . [Il]

avait done mille raisons d'etre heureux a la villa Medicis. Le

pensionnaire etait devenu directeur. Chaque marche d'escalier,

chaque soupir de fontaine, chaque murmure de laurier lui disait

tout ce qu'il avait fait, gagne, conquis depuis sa jeunesse. . . .

Que lui fallait-il de plus? . . . Il avait une ecole disciplinee,

fanatisee par ses lecons. Ce n'etait pas meme un culte qu'on

avait pour lui, e'etait du fetichisme." Lady Egle Charlemont's

memoir of Ingres at the Villa Medici, published in the Revue de

Paris for November 1, 1867, has been partially reprinted, with

helpful annotations, in Bertin 1997, pp. 53-60.

30. "Tout cela n'apportait pas de bonheur, de sourire, de calme a

cette nature d'artiste, irritee, irritable, qui se croyait detronee

par la critique d'un tableau, et je crois bien, exilee a Rome, cette

hotellerie de toutes les decheances." Charlemont 1867, quoted

in Bertin 1997, p. 54.

31. For a discussion of these portraits, see Fleckner 1995, pp. 113—23.

32. "de vous offrir un souvenir ... en acceptant de moi, ce que je

destine uniquement a mes amis: un portrait destine." Ingres to

Madame Louis-Joseph-Auguste Coutan, July 2, 1825, quoted in

Naef 1977-80, vol. 3 (1979), P- 41 5-

33. Ibid., vol. 5 (1980), nos. 362-84.

34. Ingres gave the drawing to the engraver Luigi Calamatta, but it

was not in fact engraved until 1839; see Vigne 1995b, p. 200.

35. "Malgre les injustices de la destinee, il est sur de sa force: e'est le

chef d'ecole qui donna a ses disciples les plus hauts exemples et

qui leur imposa son enseignement integral." Lapauze 1911a,

p. 326.

36. Ibid., p. 336.

37. "Tous, nous nous portons bien; voila l'essentiel. Voici, apres

cela, l'etat de la maladie au jour meme oii je vous ecris. Les cas

sont de quatre cents a six cents par jour, et les morts a deux

cents environ. La maladie parait decroitre, puisque, il y a huit

jours, les morts etaient au nombre de trois cents et plus. Laplebe

est plus maltraitee. Aucun secours n'est organise, une grande

partie des medecins se refuse au service, et, par le malheureux

systeme de la contagion, tous les Romains se fuient les uns les

autres, ou se fumigent, a se donner par cela seul la maladie."

Ingres to Gatteaux, September 5, 1837, quoted in Delaborde

1870, pp. 343-44.

38. "Nous, nous faisons groupe a la villa Medicis; nous nous tenons,

comme des oiseaux effrayes, mais sans l'abri d'un grand arbre,

jusqu'a ce que l'orage soit passe, vivant sobrement et le plus

tranquillement possible. Moi, non pour chasser l'inquietude,

car je suis calme dans ce danger, mais pour chercher une forte

distraction, je travaille toujours et j'y pense moins. . . . Les pen-

sionnaires, presque tous, ont voulu fuir, et, dans ce cas, pour ne

pas me compromettre dans ce danger, je leur avais permis

d'aller a Ancone, a Florence ou a Bologne, vivre en corps; mais

nous sommes bloques a Rome. Personne ne peut en sortir, pas

meme un cardinal, qui serait d'ailleurs recu dans les pays envi-

ronnants a coups de fusil, ce qui est arrive." Ibid., p. 344.

39. "Vous voila dans cette triste ville de Rome oii la mort est venue

faire sa demeure. . . . Tout le monde sait, ici, que vous con-

duisez votre barque admirablement malgre toutes les difficultes

qu'on rencontre sur cette mer de la vie." Granet to Ingres, Sep-

tember 19, 1837, in Neto 1995, letter no. 355.

40. "Enfin, dans ce tableau, bien des choses, sinon presque toutes,

sont peintes sur des dessins, en l'absence du modele vivant (ceci

est pour nous seuls), qui, d'apres ce que vous pensez, et e'est

aussi mon avis, donne indispensablement la vie a une oeuvre et

la fait palpiter." Ingres to Gatteaux, December 17, 1840, quoted

in Delaborde 1870, p. 239.

41. Upon seeing the completed Antiochus and Stratonice in 1840,

the critic Jules Varnier remembered having been shown pre-

liminary composition drawings in 1834, before Ingres left for

Rome. Varnier compared one of these to the completed paint-

ing, pointing out major differences. He dismissed the 1834 sheet

as "a poor and mannered conception" ("une conception pauvre

et manieree") and concluded that in Rome Ingres had effected a

"revolution" in his treatment of the subject. Varnier 1840, p. 152.

42. Wildenstein 1954, no. 232.

43. Charlemont 1867, quoted in Bertin 1997, p. 56.

44. The portrait drawing of Baltard that Ingres presented to

Madame Baltard on August 30, 1837 (cat. no. 115), was later

described as a token of appreciation for Baltard's work on

Antiochus and Stratonice; see Sedille 1874, p. 486. That the draw-

ing also likely signaled completion of Baltard's role in the pro-

ject and the beginning of Ingres's work on the canvas is

indicated by Ingres's letter to A.-L. Dumont of August 14,

1838, in which he referred to Antiochus and Stratonice as the

painting "that I have been working on for a year" ("que je tra-

vaille depuis une annee"); in Boyer d'Agen 1909, p. 271.

45. "les parties moins importantes . . . comme les parties architec-

turales." Flandrin (1911, p. 144, n. 1) quotes from Raymond

Baize's papers.

46. Baize 1921, p. 216.

47. "J'admire pour ma part ces natures enfantines qui ont conserve

la violence et la puerilite charmante des passions." Charlemont

1867, quoted in Bertin 1997, p. 56.

48. Baize 1921, p. 217.

49. The duke acquired Oedipus in 1839; Wildenstein 1954, no. 60.

Ingres had received the duke's portrait commission at the latest

by midsummer 1840, when he discussed it in a letter to Gat-

teaux dated August 6, 1840; quoted in Delaborde 1870, p. 259.

50. "un ouvrage que l'on pourra louer, et assez neuf." Ingres to

Gatteaux, April 22, 1837, in Boyer d'Agen 1909, p. 261.

51. Ingres discusses both paintings in a letter to Marcotte dated

May 10, 1836 (in Boyer d'Agen 1909, p. 253), and in three letters

to A.-L. Dumont, dated August 14, 1838, February 2, 1839, and

July 25, 1840 (in Boyer d'Agen 1909, pp. 269-71, 273, and 277).
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52. On November 17, 1841, Gatteaux informed Marcotte that

Ingres was painting a small copy of his Christ Giving the Keys to

Saint Peter of 1820, and that this work would be engraved by

Pradier "instead of the Stratonice, which will not be engraved"

("en echange de la Stratonice qui ne sera pas gravee"). Quoted

in Naef 1969 {"Odalisque a I'esclave"), p. 96.

53. "11 etait possede, il avait partout la meme vision, une horrible

vision." Charlemont 1867, quoted in Bertin 1997, p. 55.

54. "Voila les reves debout, les visions du reveil que M. Ingres

trouvait a table, a la fenetre du salon, dans son atelier, dedans,

dehors . . . partout, continuellement. . . . Ses bras tombaient de

decouragement. . . . L'artiste ne travaillait plus, ou, s'il travail-

Iait, il effacait le lendemain ce qu'il avait fait la veille." Ibid.

55. The due d'Orleans had paid Delaroche 12,000 francs for his

painting on May 24, 1834 (Archives Nationales, Paris, 300 ap i,

2389, exercise 1834, arts ordre no. 283). If Delaroche had not

actually completed the painting by that date, he had certainly

done so by June 20, when he left Paris for an Italian sojourn.

The Assassination remained in Delaroche's studio until it was

exhibited at the Salon of 1835, only then going to the duke; see

Ziff 1977, p. 137. Thus Ingres had ample time to study it before

he too left for Rome, at the end of 1834. Delaroche, preparing

to marry Louise Vernet, was in Rome when Ingres arrived

early in 1835, and he visited again in 1838. The two artists easily

would have been able to discuss their joint commission.

56. Vigne 1995b, p. 226.

57. "Quoique j'ignore tout a fait comment ce tableau sera expose

privement, pour le montrer a mes seuls amis, si e'est le bon

plaisir du prince, je voudrais qu'il fut place droit, point penche

en avant sur son chevalet, et rien autre chose que bien lave

et avec ses ombres." Ingres to Gatteaux, July 1840, in Boyer

d'Agen 1909, p. 293. In a forthcoming article, I will discuss in

greater detail the relationship between Delaroche's Assassina-

tion of the Due de Guise and Ingres's Antiochus and Stratonice,

identifying the second version of the latter painted for an

engraving by Pradier and suggesting one reason why the due

d'Orleans would have conjoined two such unexpected subjects

as pendant paintings.

58. "les quinze seances que je donnai au peintre pour avoir non

mon portrait, mais l'ebauche de mon portrait." Charlemont

1867, quoted in Bertin 1997, p. 56.

59. Vigne 1995b, p. 214.

60. "Nous commencons ici a juger des effets que votre peinture a

deja produit sur grand nombre d'artistes. C'est au Salon de cette

annee ou Ton voit que les semences que vous avez jetees sur

cette terre commencent a germer au profit de la belle peinture

dont personne ne pourra (jamais) vous disputer d'avoir ete le

conservateur." Granet to Ingres, March 5, 1835, in Neto 1995,

letter no. 335. A slightly different citation of this letter is found

in Lapauze 1911a, p. 326.

61. "Je trouve plus de jeunes gens dans notre grande galerie du

Louvre, copiant nos maitres a nous, plus qu'on ne faisait autre-

fois. Toutes les fois que je passe la et que je les trouve devant un

Raphael, je ne puis m'empecher de dire: voila les semences que

Ingres a semees qui produisent." Granet to Ingres, October 31,

1836, in Neto 1995, letter no. 349.

62. "un tableau dont l'Ecole francaise s'enorgueillit a si juste

litre." Due d'Orleans to Ingres, September 25, 1840, quoted in

Lapauze 1911a, p. 358.

63. "Venez done bien vite nous retrouver; vous trouverez ici

gloire, amitie, et respect. Voila ce qui vous attend dans notre

belle France." Granet to Ingres, November 29, 1840, in Neto

1995, letter no. 396.

64. Naef 1977-80, vol. 5 (1980), nos. 382-85.

65. "Entre nous . . . malgre tout l'honneur que je ressens de la

volonte du prince de n'etre peint que par moi, il faudra done

encore faire un portrait! Vous savez quel eloignement j'ai a

present pour ce genre de peinture; mais enfin je ferai tout

pour son aimable personne." Quoted in Delaborde 1870,

pp. 258-59.
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INDEPENDENT PORTRAIT
DRAWINGS, 1835-1841

in. Self-Portrait

1835

Graphite

u 3
/fx 8 5

/£in. (23.3x21.9 cm)

Signed bottom center: Ingres / a Ses Eleves.

[Ingres / for his students.]

Dated lower right: Rome 1835.

At lower left, the Muse'e du Louvre, Paris,

collection stamp (Lugt 1886a)

Musee du Louvre, Paris

Departement des Arts Graphiques RF

3

London only

N364

This drawing is discussed under cat. no. 91.

Provenance: Given by the artist to Luigi

Calamatta (1801— 1869), Milan; his widow, nee

Josephine Raoul-Rochette, Paris; purchased from

her for 2,000 francs by the Musee du Louvre,

Paris, 1872

Exhibitions: Bucharest 1931, no. 201, ill.;

Basel 1935, no. 9; Brussels 1936, no. 23; Bern

1948, no. 73, ill.; Prague 1956, no. 5; Warsaw

1962, no. 29; Montauban 1967, no. 107; Paris

1967-68, no. 171, ill.; Rome 1968, no. 109, ill.;

Tubingen, Brussels 1986, no. 1, ill.

References: Janin 1840, p. 300; Lacroix 1855,

p. 214; Mirecourt 1855, frontis. (the engraving

by Charles-Philippe-Auguste Carey); Galichon

1861a, pp. 359-60; Delaborde 1870, p. 301, n. 1,

no. 333; Both de Tauzia 1879, no. 1829; Chen-

nevieres 1882-83, P- [71]) '"•; Pinset and Auriac

1884, ill. p. 222; Jouin 1888, p. 95; Latour 1894—

1900, ill. p. 102; Leroi 1894— 1900b, p. 817, ill.

p. 786; Paris, Musee du Louvre 1900, no. 1829;

Lapauze 1901, pp. 8, 266; Chennevieres 1903,

p. 138; Lapauze 1903, pp. 27-29, no. 42, ill.;

Alexandre 1905, pi. 1; Boyer d'Agen 1909, pi. 67

precedingp. 433; Guiffrey and Marcel 1911,

no. 5045, ill. p. 126; Kunst und Kunstler 1911, ill.

p. 347; Lapauze 1911a, p. 326, ill. p. 325; Cassirer

1919, ill. p. 483; Alexandre 1920b, ill. p. 401;

Frohlich-Bum 1924, p. 23, pi. 46; Dessins de Jean-

Dominique Ingres 1926, p. [8], pi. 31; Martine

1926, no. 2, \\\.;J.A.D. Ingres 1927, ill. opp. p. 3;

Hourticq 1928, ill. on pi. 78; Christoffel 1940, ill.

p. 137; Alazard 1942, no. 13, ill.; Courthion

1947-48, vol. 2, frontis.; Anon., June 1948 ( j.w.),

ill. p. 275; Roger-Marx 1949, pi. 38; Scheffler

1949, pi. 38; Labrouche 1950, pi. 23; Mathey 1955,

no. 31, ill.; Millier 1955, jacket ill.; Ternois 1962,

pp. 12, 15, 16; Berezina 1967, fig. 60; Serullaz

1967, p. 212; Waldemar George 1967, ill. p. 43;

Champa 1968, ill p. 42; Laszlo and Mateka 1968,

ill. p. 69; Radius and Camesasca 1968, ill. p. 83;

Encyclopaedia universalis 1970, ill. p. 1031; Ayrton

1971, fig. 34; Ternois and Camesasca 1971, ill.

p. 83; Naef 1972 ("Villa Medici"), p. 662, ill.;

Naef 1977—80, vol.
5 (1980), pp. 218—20,

no. 364, ill.; Picon 1980, p. 89, ill.; Vigne 1995b,

fig. 167
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ii2. Mademoiselle Louise Vernet

i83$

Graphite

13 x 10 in. (33 x 25.3 cm)

Signed and dated lower left: a Madame / horace

Vernet, / Ingres Del / 1835 / a Rome. [For

Madame / Horace Vernet, / Ingres drew

(this) / 1835 / in Rome.]

Collection ofDian and Andrea JVoodner,

New York

New York and Washington only

N362

In early January 1835, after an absence of

fifteen years, Ingres once again arrived in

Rome, this time to take over the direction

of the Academie de France. Horace Vernet,

the man he was replacing, was a long-

standing rival who enjoyed greater popu-

larity as a painter but had reason to resent

Ingres for having edged him out in compe-

tition for a place in the Institut de France

ten years before. There was bound to be

some awkwardness when they met, and it

appears that very soon after his arrival

Ingres sought to smooth things over by

presenting his predecessor's wife with a

portrait drawing of the Vernets' adored

daughter, Louise. In that same month the

young woman was married, and the por-

trait surely commemorates that occasion.

Born in Paris in 1814, Louise was the

couple's only child. She had grown up

amid the social whirl at the Villa Medici

and in that circle had attained a distinct

celebrity. According to the testimony of

any number of guests at the Academie, her

lovely, regular features and sylphlike form

made her seem almost ethereal. One of

these was Ingres's pupil Amaury-Duval,

who called at the Villa Medici in Septem-

ber 1834. He described his first impression

of her in his reminiscences:

Finally, way at the back of the room, half

reclining on a sofa, I spotted Mademoi-

selle Vernet—or rather, for me it was like

a kind of apparition, for you could not

imagine anything more graceful, more

beautiful, more elegant than that young

woman, who, with her fine, supple waist

and utterly pure features, combined the

beauty of ancient statues with the charm

of medieval virgins.'

The man who won the hand of this

vision was the painter Paul Delaroche,

who had already made a name for himself

with his contributions to the Salons of

1827 and 1831. Commissioned to paint

the six nave arcades of the Parisian church

of the Madeleine, Delaroche decided to

travel to Italy in 1834 in order to study

firsthand the works of the great Italian

fresco painters. When he made his appear-

ance at the Villa Medici he must have been

given a hero's welcome; however, it is

likely that Louise was more impressed by

the man's seriousness and industry than

by his previous successes.

In 1837, after the Delaroches had settled

in Paris and celebrated the birth of their

first son, the critics began to turn against

the painter, and he determined never again

to exhibit his work in public. In that same

year, even though his popularity had fallen

off in the press, Delaroche was awarded

the commission to paint the huge curved

wall in the hall at the Ecole des Beaux-Arts

where the Rome prizes were presented.

This was his last work on such a scale,

though he continued to be active in the

circle he had created around himself. The

embittered artist moved in the very high-

est society, thanks in no small part to the

radiance and intelligence of his lovely wife.

Louise bore him a second son in 1841, but

in 1845 her delicate health failed and she

died at the age of thirty-one. Vast numbers

of mourners joined the funeral procession

to the Montparnasse cemetery, Ingres

among them. On his way home the artist

commented to his friend and pupil Victor

Mottez, who had lost his own wife only

three months before: "These are two mur-

ders. What can we make of all this? What's

certain is that those two [women] were the

most remarkable of all artists' wives, the

best suited to fill that difficult role."
2

Two days later Frederic Chopin eulo-

gized the deceased in a letter to his family:

Vernet's daughter, who was married to

Delaroche . . . died the other day. All

Paris mourns her. She was a person of

very delicate wit, young, beautiful,

though very thin. In her salon she wel-

comed the most remarkable personalities

Paris has to offer; she was adored by

everyone and had happiness, fortune, and

respect. Her grief-stricken father was

beside himself. For a while we thought

her mother might lose her reason. 3

It is somewhat surprising that in his por-

trait of Louise Vernet, Ingres appears to be

so unaffected by the charms of a woman

who was universally admired. Perhaps her

ethereal type of beauty, idealized at the
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time, held no appeal for the somewhat

unsophisticated, red-blooded older man.

There is no reason to doubt the accuracy

of his portrayal, and given the fact that

eroticism has no part in it, the work's

charm must be attributed entirely to its

exquisite matter-of-factness. h . n .

For the author's complete text, see Naef

1977—80, vol. 3 (1979), chap. 152 (pp. 208-15).

1. Amaury-Duval 1878, pp. 171—72; reprinted

in Naef 1977-80, vol. 3 (1979), p. 209.

2. Mottez to Hippolyte Fockedey, December 31,

1845; quoted in Giard 1934, p. 164; reprinted

in Naef 1977—80, vol. 3 (1979), p. 213.

3. Chopin 1904, p. 26; reprinted in Naef 1977—

80, vol. 3(1979), p. 213.

Provenance: Mme Horace Vernet, nee

Louise Pujol, Paris, until 1858; Horace Delaroche,

her grandson, until 1879; his daughter Mme
Georges de Saint-Maurice, nee Louise Delaroche;

acquired from her by Jean Dieterle & Cie.,

Paris, 1952; sold by the dealer Jean Dieterle

through the agency of M. Walter to M. Knoedler

& Co., New York, 1952; purchased from that

firm by Mrs. C. Suydam Cutting, nee Helen

McMahon, 1953; her posthumous auction, Savoy

Art and Auction Galleries, New York, June 25-

26, 1964, no. 102, as Mme Vernet; purchased at

that sale for $22,000 by Stanley Moss for Ian

Woodner; Ian Woodner, New York; his daugh-

ters, Dian and Andrea Woodner, New York

Exhibitions: New York, Manchester,

Detroit, Cincinnati, Cleveland, San Francisco

1952—53 (not in catalogue); Newark 1954, no. 1,

ill., as Madame Horace Vernet; New York 1961,

no. 47, ill.; New York 1965; Cambridge (Mass.)

1967, no. 76, ill.; London 1969, no. 196, ill.;

Washington, New York, Philadelphia, Kansas

City 1 971 (not in catalogue); Malibu, Fort

Worth, Washington, Cambridge (Mass.) 1983—

85, no. 62; Vienna, Munich 1986, no. 86; Madrid

1986—87, no. 102; London 1987, no. 85; New

York 1988b, no. 30, ill.; New York 1990,

no. 108, ill.

References: Delaborde 1870, no. 424;

Preston 1953, ill. p. 169, d&Madame Horace

Vernet; Naef 1957 ("Notes II"), pp. 289—91,

fig. 1, p. 288 (sitter identified; erroneously

described as unpublished); Roskill 1961,

pp. 27-28, 58, ill., as Mme Vernet; Naef 1977-80,

vol.
5 (1980), pp. 214—15, no. 362, ill.; Gaigneron

1981, p. 78
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113. Alexis-Rene Le Go

1836

Graphite

I2
1/^x cj in. (30.J x 22.9 cm), mounted

Signed and dated lower left: offert a Son ami /

mr Lego / Ingres Del. / rome 1836. [offered to

his friend / Monsieur Le Go / Ingres drew

(this) / Rome 1836.]

Private collection

New York only

N366

Ingres applied for the post of director of

the Academie de France in Rome out of

frustration with the response to his work in

Paris, where at the 1834 Salon his compo-

sition The Martyrdom ofSaint Symphorian

(fig. 169) had encountered the sort of criti-

cism he never wished to subject himself to

again. When he arrived in Rome he was

still nursing his hurt, feeling somewhat

martyred himself, and irritable. The last

thing he needed to encounter there was a

staff that was difficult to work with. As

luck would have it, he found in the newly

appointed secretary, Alexis Le Go, the

most agreeable colleague imaginable, and

in no time the two became the best of

friends. In his history of the Academie

Henry Lapauze wrote ofLe Go:

For nearly forty years, the Academie de

France in Rome would have the perfect

secretary-librarian, a man of excellent

education, who was discreet and oblig-

ing, very cultivated, and a consummate

administrator of state funds. In M. Le Go,

Ingres found more than a highly knowl-

edgeable collaborator; he also found a

friend whose devotion never wavered.
1

Le Go was born in Paris in 1798. It

appears that he studied to be an artist, for

when he registered at the French Embassy

on his first visit to Rome in 1823 he identi-

fied himself as a painter. Since the standard

art-reference works do not mention him,

Le Go must have abandoned painting a

short time later. His interest in art contin-

ued, however, and in 1833 he was asked

to cover the Salon for the Revue de Paris.

His review, published in eight installments,

ran to nearly seventy pages. Ingres's con-

tributions to the exhibition that year were

his portraits of Madame Duvaucey and

Louis-Francois Bertin (fig. 87, cat. no. 99).

Having no idea that the creator of those

masterpieces would soon be his superior,

Le Go wrote:

If all we knew of M. Ingres's work were

the two portraits that he was pleased to

exhibit at the Salon, we would still be in a

position to judge M. Ingres. Beginning

with the portrait of the elder M. Bertin,

one wonders, first of all, how this compo-

sition managed to capture such wide-

spread attention. I do not believe it's the

pose, which is neither heroic nor graceful,

as they say; nor the artist's rendering of

flesh tones, nor his transparency, his tone,

the overall effect, the richness or quaintness

of the costumes— all qualities that usually

seem indispensable if one wishes to make

a pleasing and prestigious imitation of

nature. And yet, everything in this por-

trait is large, everything is expansive,

everything is noble and relatively true

to life

In the juxtaposition of two portraits

executed by M. Ingres twenty-six years

apart, people have claimed to see a kind

of protest, an indirect reproach toward

public opinion, which was so slow to

understand an artist [who is] finally admit-

ted to the rank of master. Personally, I

recognize in these portraits [not only] a

legitimate pride at success but [also] the

frank exposition of M. Ingres's studies

from the day he first glimpsed his goal to

the day he attained it; as well as the con-

trast between the imperfect, not to say

indecisive, execution of a talent still find-

ing its way, and the much more polished

aspect of a talent in full possession of its

expressive means.
2

Ingres prized Le Go's ability to turn his

own somewhat awkward writing into pol-

ished documents worthy of the Academie.

Because they got on so well, it was not

long before Ingres presented him with a

pencil portrait, the ultimate token of his

friendship. In it the secretary stands in

front of one of the columns of the loggia

on the garden side of the palace at the

Villa Medici. He cuts an elegant figure,

his costume complete with top hat, walk-

ing stick, and gloves, as though he were

about to set off on a stroll down the Corso.

One of the two lions flanking the loggia

entrance can be seen to his right. His ex-

pression reveals him to be a kindly man

of utmost competence.

When Le Go arrived at the Academie

in 1834 he was a bachelor, but in 1838 he

married a Florentine woman, Giulia Ser-

rati, who would bear him a daughter and

a son before she died, at only thirty-five,

in 1846. In 1841, Ingres's last year in Rome,
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the artist produced a portrait of Madame

Le Go (fig. 189) to complement the earlier

one of her husband. In her marriage cer-

tificate she is identified as a painter, 3 which

explains why Ingres posed her holding a

pencil and sketch pad.

Ingres and his wife were named the

godparents of the Le Gos' daughter

Zephyrine, born in 1839. In Ingres's letters

to Le Go during 1840 he writes of his inten-

tion to make a portrait drawing of the child,

but there is no proof that he did. Two ver-

sions of a portrait of an unidentified infant

survive (N 272, 273), and it is altogether

possible that the subject is Zephyrine Le Go

and that one likeness was made for her par-

ents, the other for her godparents.

Two days before leaving Rome, Ingres

wrote to Comte Charles-Marie Tanneguy

Duchatel, the minister in charge of the

Academie, to thank him for his assistance

during his tenure. In that letter he includes

high praise for his secretary, and it was

doubtless thanks to that recommendation

that Le Go was awarded the cross of the

Legion of Honor only weeks later. By the

time he retired, in 1873, Le Go had served

under five more directors at the Villa

Medici. He died in 1883 in La Seyne-sur-

Mer (Var), where his son was employed

as an engineer.

Ingres's portrait of Le Go was photo-

engraved by E. Charreyre in 1896. In a

private collection in Youngstown, Ohio,

there is a pencil copy by an unknown artist

of this drawing. The internal measure-

ments match those of the original. 4

H.N.

"3
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115. Victor Baltard

Victor Baltard is remembered quite apart

from his having been the subject ofan Ingres

portrait. The builder of Les Halles and the

church of Saint-Augustin in Paris was one

of the leading figures in French architec-

ture for at least a quarter of a century.

Baltard was born into a family of Parisian

artists in 1805. His father, Pierre-Louis

Baltard, was an architect and engraver

trained in the exalted tradition of the eigh-

teenth century. A man of remarkable gifts

and a committed Lutheran, he saw to it

—

even though his means were limited and

there were eleven children to raise—that

his most talented son was given a superior

education. Victor showed an interest first

in mathematics, then in medicine, but his

father wanted him to be an architect, and

he never disobeyed his father. In the course

of his studies he formed a close friendship

with the architect Paul-Eugene Lequeux

and in time fell in love with Lequeux's

younger sister. When he asked his father if

he might marry, the older man responded:
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"When you win the Grand Prix de Rome."
1

Victor obediently entered the competition,

walked away with the first prize, and mar-

ried Adeline Lequeux in October 1833. In

March 1834 the young couple set out for

Rome, where a daughter, Paule—their only

child—was born the following August.
2

Since the Villa Medici had no accommo-

dations for married boarders, its director,

Horace Vernet, permitted the couple to

take rooms nearby. When Ingres took over

the directorship in January 1835, one of his

first official acts was to ask the minister of

the interior for permission to continue that

arrangement. He clearly felt an immediate

liking for the young architect:

During the first part of their stay in Rome,

the poor [Baltard] family had nothing but

iron flatware for their table, and only the

affectionate intervention of M. and Mme.

Ingres was eventually able to change their

situation. Until the end of his life, Baltard

religiously preserved the silver table set-

tings that Ingres . . . brought him one day,

ordering him, in a tone that brooked no

resistance, to accept them "as he would

have received them from the hands of his

own father, and moreover as the rules of

obedience dictated."'

The older man not only took an interest in

Baltard's domestic situation, he also hon-

ored him by requesting his assistance with

one of his most famous paintings. The rich

architectural background of his Antiochus

and Stratonice (fig. 194) is largely based on

a concept of Baltard's (fig. 319).
4 He also

managed to direct more rewarding com-

missions to the younger man. By the

time Ingres drew these pendant portraits

of the Baltards, he and his wife had virtu-

ally adopted them, along with his pupil

Hippolyte Flandrin (see cat. nos. 155, 158),

the composer Ambroise Thomas, and the

sculptor Pierre-Charles Simart (see cat.

no. 162). When these young people

returned to Paris he was devastated.

In 1841, thanks to Ingres's recommen-

dation to Edouard Gatteaux, Baltard was

named Inspecteur des Beaux-Arts and in

that capacity undertook a major restora-

tion of the churches of Paris. In 1853 he

was asked to design the great Paris mar-

ket, known as Les Halles Centrales, and

with it created a textbook example of the

virtues of structural steel. Under the Sec-

ond Empire he became chief architect of

the city of Paris and later inspector general

of municipal structures. Among his sur-

viving works are Ingres's memorial at

Pere Lachaise cemetery and Hippolyte

Flandrin's in the church of Saint-Germain-

des-Pres. His most notable accomplish-

ment is the church of Saint-Augustin, built

between i860 and 1871. He died at age

sixty-eight, in 1874.

Ingres's portrait of Baltard includes one

of the Roman backgrounds of the sort he

had frequently used as embellishments in

the pencil drawings he made during his

earlier years in the city. This one, depict-

ing Saint Peter's Square seen from the

southeast, was doubtless intended as an

allusion to Baltard's profession. In the

background of the pendant portrait of

Adeline and Paule Baltard may be seen

the now-destroyed Casina di Raffaello in

the Villa Borghese on the left and on the

right the loggias of the Villa Medici's

garden terrace. 5

Written in an old-fashioned hand on the

back of the mount of Madame Baltard's

portrait is the following anecdote:

The two-year-old Paule Baltard was not

supposed to figure in the drawing, but

while Mme. Ingres was holding her she

escaped and threw herself against her

mother, crying, "Mama, mama." Where-

upon M. Ingres said, "Let her stay," and

the painter sketched the child while some-

one dangled a sugar cube above his head.

'

Both portraits have been reproduced. The

one of Madame Baltard and her daughter

»5
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was photoengraved by E. Charreyre in

1896. The drawing of Victor Baltard was

engraved by Leopold Massard. It was also

copied in pencil by Jean Coraboeuf in

March 1895 (Musee Ingres, Montauban).

H.N.
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116. Franz Liszt

When Franz Liszt (1811-1886) arrived at

the Villa Medici in January 1839, he was

armed with a letter of introduction to the

director from Louis-Francois Benin de

Vaux, brother of the Bertin I'aine famously

portrayed by Ingres six years before (cat.

no. 99). It was a nice formality but can

hardly have been necessary, for Ingres

would surely have heard of the young

pianist, owing to either his astonishing

virtuosity or his scandalous liaison with

Comtesse Marie d'Agoult. The lady in

question was on the musician's arm, preg-

nant with their third illegitimate child.

Ingres welcomed the couple warmly and

over the next several months became

genuinely fond of Liszt. The pianist was

equally taken with the older man, as is

clear from a letter he wrote on March 1

to the violinist Lambert Massart: "I see

a good deal of M. Ingres, who is very

friendly to me. We naturally play music

together. Did you know he is quite good on

the violin? We're planning to review all

of Mozart and all of Beethoven."
1 Madame

d'Agoult gave birth to a son, Daniel, on

May 9, and when the couple left Rome on

May 29 for the baths at Lucca, Ingres pre-

sented the new mother with this portrait

drawing of her lover, the finest likeness

ever made of him.

Liszt was twenty-seven at the time, less

than half as old as his portraitist. With his

exquisite manners and graceful, refined

appearance he seemed destined to keep

company with princes. Yet he was also a

man of real warmth and astonishing kind-

ness. Highly receptive to art in all its forms,

he spent his time in Rome marveling at the

paintings of Raphael and Michelangelo

and immersing himself in the writings

ofDante and Goethe, occupations that

caused him to lament the relative poverty

of the arts in his own time. He was also

forced to recognize during these months

that the passion in his affair with Madame
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d'Agoult had cooled. It is remarkable

how much of this seems to be expressed

in Ingres's portrait, the work of a man

wholly unversed in psychology. Although

there are any number of other likenesses

of the musician, none reflects to the same

degree his inner feelings.

The lovers parted in Florence in Octo-

ber of the same year. About the middle of

the month Madame d'Agoult set out for

Paris, and a few days later Liszt embarked

on a triumphant concert tour of Austria

and Hungary. Before he left, he met with

Ingres's pupil Adolf von Stiirler (see cat.

no. 154), who had settled in Florence

many years earlier, and on October 19

Liszt wrote to Madame d'Agoult:

St[iirler] says that today's painters make a

great fuss over M. Ingres. And still he is

criticized somewhat for making people

work too hard to understand and admire

him. That is, in order to understand and

appreciate M. Ingres, one has to gather up

everything one knows, everything one

has learned and experienced, so as to raise

oneself to the level of his genius. He

would like people to admire him more

spontaneously. (That is not his [failing],

1 believe, but his idea.) The observation

struck me as ingenious.
2

This dispassionate assessment notwith-

standing, Liszt's gratitude to Ingres re-

mained unqualified. In January 1840 he

wrote to Ingres's pupil Henri Lehmann

from Budapest that he was having his piano

transcriptions of Beethoven's Fifth and

Sixth symphonies sent to Ingres from Leip-

zig. 3 He did not indicate in his letter that

when the works were published by Breit-

kopf& Hartel later that year they would

bear the printed dedication "A Monsieur

Ingres, Membre de l'lnstitut, etc."

Ingres returned to Paris in the spring

of 1 841 . In June Madame d'Agoult wrote

to Liszt about a visit from the man who

had been their host during their sojourn

in Rome. "M. Ingres spoke much to

me about you. He gave your portrait a

loving glance." 4

Nothing is known about any meetings

between the two artists in later years;

however, in his biography of Liszt,

Sacheverell Sitwell indicates that Ingres

ultimately became disenchanted with the

virtuoso for the same reason he had finally

rejected Paganini; in his opinion the musi-

cians no longer placed their artistry in

the service of the masters.

Liszt was probably unaware of his old

friend's change of heart. In i860 he asked

his daughter Cosima to buy an Ingres

painting for Princess Sayn-Wittgenstein,

the woman who had long since taken the

place of Madame d'Agoult in his life. The

work was one that Ingres had given to

Alexander von Humboldt, and it was

being sold at the distinguished naturalist's

estate auction. Shortly after the sale Liszt

wrote to the princess, "Cosette cables me

that she has acquired the painting by

Ingres—Francis I at Leonardo da Vinci's

deathbed [W267]—at the Humboldt sale,

for 520 talers. My feeling is that it's worth

the price."'

This drawing of Liszt was engraved by

Jean Coraboeuf (Salon of 1912).

H. N.
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117. Charles Gounod

The portrait that Ingres drew of his friend

Charles Gounod before departing Rome

in April 1841 is a testament to a happy

encounter that the composer would also

commemorate in his reminiscences. In

fact, it is fair to say that no other sitter

ever repaid the master portraitist so hand-

somely as did Gounod in a lengthy chapter

of his Memoires d'un artiste (1896).

The circumstances of Gounod's child-

hood were far from easy.
1

His father was a

painter, rather gifted but lacking in ambi-

tion and perseverance. He was perfectly

happy to leave the final details in his pic-

tures to his wife, Victoire, a full generation

younger than he, whom he had married in

1806. Despite her deeply artistic nature,

Victoire Gounod was fully capable of deal-

ing with practical matters and guided the

development of her highly gifted child

with great skill. In the first year of their

marriage she bore her husband a son,

Louis-Urbain, who became an architect.
2

Their second son, Charles-Francois, was

born more than a decade later, in 1818,

when his father was already sixty and had

but five years to live. After his death the

still-young widow bravely endeavored to

give her two sons a proper start in life,

supporting the small family by giving

lessons in music and drawing. 3

She was rewarded in 1839 when Charles,

her favorite, won the Prix de Rome. It was

difficult for Gounod to face being on his

own for the first time, but at the Academie

de France he came under the influence

of an older man who was determined to

function as a true father to the artists com-

mended to him. Ingres had been the direc-

tor at the Villa Medici in Rome since 1835.

His fondness for music was legendary, and

that alone augured well for his relationship

with the new arrival. They also had vari-

ous acquaintances in common, which

would have given them something to talk

about at their first meeting. Just then

Ingres was working on a portrait of the

Italian composer Luigi Cherubini,4

whom he greatly admired, and as it hap-

pened Cherubini had counseled the grate-

ful Gounod before he left Paris. 5 Ingres

and his young friend would also have

spoken of the marquis de Pastoret, whose

portrait Ingres had also painted (cat.

no. 98). Pastoret had been a champion of

Ingres in the years when the painter

was not widely recognized, and Gounod

knew Pastoret as the author of the libretto

for the music that had won him his schol-

arship to Rome.
6
Best of all, the new

pensioner would discover to his delight

that Ingres harbored fond memories of
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Gounod's long-dead father from nearly

forty years before.

Gounod's recollection of his first meet-

ing with Ingres, which is quoted in part

below, speaks for itself:

The director of the Academie de France

in Rome at the time was M. Ingres. My

father had known him when he was very

young. As was expected of us, we went up

to the director's office upon our arrival to

be introduced to him, each of us by name.

No sooner had he spotted me than he

cried out, "You must be Gounod! My

God, you do look like your father!"

And he began to speak very highly of

my father, his talent as a draftsman, his

character, the charm of his mind and his

conversation, in a way that I was proud to

hear from the lips of an artist of that cal-

iber. It was the kindest possible welcome

I could have gotten on my arrival. . .

.

Our Sunday evenings were usually

spent in the director's large salon, which

on that day of the week the pensioners

were allowed to enter. Music was played.

M. Ingres had taken a liking to me. He

was passionate about music; he loved

Haydn, Mozart, Beethoven, and especially

Gluck, who, because of the nobility and

affecting cadences of his style, seemed to

him a Greek, a descendant of Aeschylus,

Sophocles, and Euripides. M. Ingres

played the violin: he was no performer,

and certainly no virtuoso; but he had, in

his youth, played in the string section of

the local orchestra in his native city, Mon-

tauban, where he had performed some of

Gluck's operas. I had read and studied

Gluck's works. As for Mozart's Don Gio-

vanni, I knew it by heart, and, although I

was no great pianist, I could handle

myself well enough to treat M. Ingres to a

reminiscence of that score he adored. I

also knew from memory Beethoven's

symphonies, for which he had a passion-

ate admiration; we often spent a portion

of the evening quietly discussing the great

masters, and before long I was utterly in

his good graces.

Whoever has not known M. Ingres well

can have only a false and inaccurate pic-

ture of him. I saw him from very close up,

on familiar terms, often, and for a long

time; and I can state that he had a simple,

straightforward, open character, full of

candor and spirit, as well as an enthusiasm

that sometimes bordered on eloquence.

He could be tender as a child and indig-

nant as an apostle; he was touchingly

naive and sensitive and had a freshness of

emotion that one does not find in a show-

off, as some people like to say he was.

Genuinely humble and unassuming

before the masters, but dignified and

proud before the conceit and arrogance of

stupidity; fatherly toward all the pension-

ers, whom he regarded as his children and

whose status he upheld with jealous affec-

tion when visitors, whoever they might

be, were entertained in his salons: such

was the great and noble artist whose pre-

cious teachings I would have the pleasure

of receiving.

I loved him very much, and I will never

forget that he let drop in my presence sev-

eral of those luminous phrases that can

X

0 ,
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irradiate the life of an artist when he is

fortunate enough to understand them.

We all know M. Ingres's famous

remark, "Drawing is the probity of art."

He once made another to me that consti-

tutes a whole synthesis: "There is no

grace without strength." And grace and

strength are indeed complementary in the

totality ofbeauty: strength keeps grace

from becoming sentimentality, and grace

prevents strength from turning into bru-

tality. It's the perfect harmony of these

two elements that marks the summit of art

and constitutes genius. . .

.

Before leaving the Academie, M. Ingres

wished to give me a memento, and I hold

it doubly precious, both as a token of his

affection and as a souvenir of his talent.

He drew my portrait in pencil, in which
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he showed me sitting at the piano, the score

of Mozart's Don Giovanni open before me.7

Ingres left Rome to return to Paris on

April 6, 1841.
8 The portrait he had intended

as a parting gift to his protege must have

been executed only a few weeks or days

before, for in a letter to Hector Lefuel

written on February 13, 1841, Gounod

speaks of the drawing as a promise as yet

unfulfilled. 9 Gounod stayed on in Rome

another full year under Ingres's successor

and then spent the following year traveling

and studying in Austria and Germany.
10

Happily, he did not have to worry about

the precious drawing while he was living

out of a suitcase, for Ingres had volun-

teered to take it with him to Paris and

deliver it to his friend's mother."

One can imagine Madame Gounod's

delight at seeing such a lifelike portrait

of her long-absent son—and especially

the prominent inclusion of her farewell

gift to him,'
2
the score ofDon Giovanni.

It was she who had made it possible for

the sixteen-year-old Gounod to attend his

first performance of the opera, and in his

Memoires the composer relates that the

occasion was nothing less than his musical

awakening.
13
Ingres was an equally pas-

sionate admirer of Mozart and frequently

mentioned him in the same breath with

the "divine" Raphael.

A friendship cemented by such an intense

spiritual bond was bound to endure.' 4 In

1859, when he was nearly eighty, Ingres

produced a portrait—one of his very

last—of the woman who had become his

friend's wife in 1852 (cat. no. 164). Again

he dedicated it to his "cher ami Gounod."

The work is the finest example of the

master's ability, even in advanced age, to

approach each human countenance with

a fresh eye.

Madame Gounod is somewhat neglected

in the biographies of the composer, and

Gounod mentions her only fleetingly in his

Memoires, as the autobiography is devoted

primarily to the years of his apprenticeship.

One suspects Madame Gounod would not

have minded; she seems to have believed

that posterity had no claim on their private

affairs, for she destroyed all the letters they

received—doubtless including a number

from Ingres.
1
'

She was born in 1829, the third of four

daughters of the pianist Pierre Zimmer-

mann, a highly respected professor at the

Paris Conservatoire.'
6 Her father's salon

was a haven for artists of all kinds; Alex-

andre Dumas called it one of the very few

in which he felt completely at home.'7

She gave birth to a son, Jean, in 1856

and to a daughter, Jeanne, in 1863.

Gounod's daughter inherited the two

Ingres drawings. She guarded them for

decades until forced to sell them during

the turmoil of World War II, only a few

years before her death, in 1946.'
8

Gounod died in 1893—by which time

he was a grandfather several times over

—

and was honored with a state funeral.

Madame Gounod died in 1906. Ingres's

drawing of the composer was engraved

by Jean Coraboeuf (Salon of 1934).

H.N.
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PARIS, 1841-1867
Gary Tinterow

While Ingres and his wife, Madeleine,

were at the Villa Medici in Rome, they

finally experienced for themselves the

princely comfort and financial security

that they had briefly tasted while visiting the sculptor

Lorenzo Bartolini at his palazzo in Florence in 1820.

When they had quit Paris in 1834, they had left behind

their modest apartment at the Institut de France, a pair of

cold, damp, dark studios off the kitchen court, the con-

tentious faculty at the Ecole des Beaux-Arts, and the

ferocious writers who dominated critical discourse. These

they had exchanged for an enormous, sparsely furnished

but well-staffed apartment at the Villa Medici, a sunny

studio perched on the glorious Pincio, complete authority

and virtual autonomy over the running of the Academie de

France in Rome, and, for the most part, grateful and docile

pensioners—painters, sculptors, architects, and musicians,

many of whom were former pupils of Ingres—who

formed a surrogate family for the loving but childless

couple. When they left Rome for Paris in the spring

of 1841, what could they anticipate upon their return?

Although a letter from their friend Francois-Marius Granet

had promised them "glory, friendship, and respect,"
1

their

apartment, the studios, the faculty at the Ecole, and, above

all, the pernicious press had not changed in their absence.

Ingres's administrative rank and appointment as a profes-

sor at the Ecole would ensure a handsome stipend for the

sixty-year-old artist, but these means were not sufficient

to sustain the frequent dinners and musical soirees that

the couple had given in Rome. Perhaps Madame Ingres

envisioned a quiet retirement split between country and

city, but Monsieur thought otherwise.

Still possessed of the "excessive sensibility and an

insatiable desire for glory" that he had described to his

then-prospective father-in-law in 1807,
2
Ingres planned

nothing less than a complete domination of the Parisian

art world—total submission to his creed: "The Ancients and

Raphael!"'1 The artist who had renounced portraits,

because of "the dryness of the subject matter, which is

decidedly anti-beautiful and unpicturesque," 4 would exe-

cute nearly a dozen canvases portraying the aristocracy

of birth, wealth, beauty, power, and prestige. The artist

who renounced all public exhibitions of his work after a

hostile reception at the Salon of 1834 would exhibit his

latest pictures in private studio showings held almost

every year. Ingres would also participate in two large ret-

rospectives, in 1846 and in 1855, that exposed his work to

the very criticism that he despised. But he knew that such

exposure was necessary to obtain the glory he craved and

the authority he demanded. He also knew that one crucial

thing had changed during his absence: as the creator of

highly desired works and as a returning director of the

Academie, he could now dictate the terms of his engage-

ment with the world. For his participation in the public life

of Paris, he requested and received honors that had never

before been given to a painter: in the 1840s he became

an intimate of the crown prince, the due d'Orleans, and

the king, Louis-Philippe d'Orleans, leading to unfounded

rumors that he would be granted a peerage;' in 1855 he

became the first painter to be made a grand officer in the

Legion of Honor; finally, and quite senselessly, in 1862 he

was made a Senator by the emperor, Napoleon III. Even

Ingres, who reveled in the latter appointment, saw some

irony in it since, as he himself often admitted, he was

hardly an orator and very hard of hearing.

Unlike the heroes he immortalized, Napoleon and

Homer (see figs. 210, 315), Ingres organized and witnessed

his own apotheosis. Above all he wanted to make works

on a large scale, and he laid the plans for such paintings

while he was still in Rome. Thus, in August 1840, he

accepted the commission to portray Ferdinand-Philippe,

the due d'Orleans, the handsome crown prince who had

already purchased two of his paintings, Antiochus and Stra-

tonice and Oedipus and the Sphinx (figs. 194, 82). Ingres

knew that this portrait commission would lead to others; in

fact, he was immediately rewarded with a contract to pro-

vide a great work for the ceiling of the Chambre des Pairs

(Throne Room) at the Palais du Luxembourg. That deco-

ration was never realized, but the commission from the

duke led to many more from the royal family: innumerable

repetitions of the portrait as well as two sets of designs for

stained-glass windows to decorate memorial chapels after

Opposite: Fig. 195. Detail ofDue d'Orleans (cat. no. 121)



the young prince was killed in July 1842 (see cat. nos. 121,

122). While still in Rome, Ingres also toyed with the idea of

taking on the project to create a tomb for the ashes of

Napoleon, which Louis-Philippe brought back from Saint

Helena to France in 1840. As the artist confided to the

administrator (secretaire-perpetuel) of the Ecole des Beaux-

Arts, A.-L. Dumont, "I too have become involved in a

project for the tomb ofNapoleon, on which I have not done

anything yet but which, however, is perhaps no worse

than any other."
6

It seems that Ingres, who had always

been immensely proud of his ceiling painting The Apothe-

osis ofHomer (fig. 315), sought to undertake any number

of mural decorations upon his return, perhaps hoping to

displace Eugene Delacroix, who in 1833 and 1838 had been

awarded significant commissions at the Palais Bourbon.

Other plans Ingres made before his departure for Paris

were to reinstall some of his former artistic successes or

to bring them back with him. He tried, for instance, to

arrange the removal of his altarpiece The Vow ofLouis

XIII {fig. 146) from the cathedral at Montauban for instal-

lation at the Hotel de Ville there, where he thought it had

"looked so well, and where my glory was so complete." 7

He also made preparations for Christ Giving the Keys to

Saint Peter (fig. 106), his altarpiece for the church of San-

tissima Trinita dei Monti, to return with him to Paris.
8
In

1835 Ingres had abandoned prestigious commissions for

the Madeleine and the new church of Notre-Dame de

Lorette; now, anticipating his return, he began to seek

others. He hinted at this end in a letter to his friend Var-

collier, head of fine arts for the Prefecture de la Seine

(Municipality of Paris): "From what I hear you are mak-

ing miracles at the Hotel de Ville. After architecture, I

hope, will come the turn of sculpture and painting, and,

above all, fresco. Don't you agree?" 9 In Rome, he accepted

a commission to paint upon his return two large murals

for the due de Luynes at Dampierre, The Golden Age and

The Iron Age. And in 1853 Ingres finally received a

commission to provide a decoration for the Hotel de

Ville, a ceiling depicting the Apotheosis of Napoleon I

(see fig. 210), which perhaps derived from his unexecuted

plans for the emperor's tomb.

"Painter to the King"

Five months after his arrival Ingres wrote a letter to his

old friend Jean-Francois Gilibert in which he described

his condition:

You know Paris. Well, it has fallen on me, and I am
overwhelmed. As soon as I think I have climbed to the

top of the abyss, I see myself fall right back in. Every

hour, every moment is accounted for, all my evenings

are preceded by dinners arranged in advance. I am pay-

ing for the honors and the problems of a position that is

worthy of envy, sure, but that in the end does not make

me happy—not in the least. I would prefer the calm and

sweetness ofhome with my chosen friends and my stu-

dio, where I am king, where I forget all my troubles and

regrets, where I am happy with the difficulties I have to

overcome for my beautiful art, sometimes crowned with

my own approval, and above all when I see again

—

long after I have launched them into the world—my
children [paintings], who cost me so much in care and

solicitude, tender and brave. That is what I need.
10

This important letter, summarizing Ingres' s assessment

of his current situation and his plans for the future, strikes

all the leitmotifs of his life for the next twenty-five years.

He explains, "Since I painted the portraits of Bertin and

de Mole [cat. no. 99, fig. 158], everyone wants one. There

are six that I have refused or evaded, because I cannot

stand them anymore. And it is not to paint portraits that I

returned to Paris. I must paint at Dampierre and the

Chambre des Pairs. However, I had to agree to paint the

due d'Orleans, this prince, my kind patron, to whom I

could never refuse anything. I cannot tell you how the

king and all the royal family have honored me. If you

could come close to them and know them, you would

adore them." " Shifting subjects from the agreeable to the

disagreeable, Ingres goes on to explain that "I am well

vindicated. Although I have always been a modest and

humble little boy before the Ancients, before whom I

bow and from whom I take all my inspiration, I must

admit it is very flattering to see tears flow in front of my

works, and by those with good and refined sensibilities:

'You are the first [artist] today!' they tell me. And at my

feet I see the envious ones, wicked and ridiculous.'"
2

Ingres then lists his assets, starting with his position

vis-a-vis other artists: "all that and the conviction ofwhat

I am worth compared to the moderns; my position; the

most beautiful works of the period, and consequently a

fortune, the natural result of these works; honored and

recognized in the highest places; surrounded by a crowd

of friends who cherish and respect me; influential in many

things if I want.'" 3 However, he adds somewhat disin-

genuously, "With the exception of my art and music,

nothing tempts me. I am flattered, grateful, happy, and

glorious, but with modesty. I treat myself with my
'remember you are but a man!' manner with even more

severity today because ofmy imperfections, and, above all,

because ofwhat I am lacking in to arrive at the great summit

PARIS



Fig. 196. Archangel Raphael, 1842. Cartoon for stained-glass

window in the chapel of Notre-Dame de la Compassion-

Saint-Ferdinand, Neuilly, 82 V. x 36 '/ in. (210 x 92 cm).

Musee du Louvre, Paris

Fig. 197. Archangel Raphael, 1843. Stained-glass window, ca. 82',/ x

36'/ in. (210x92 cm). Chapel of Notre-Dame de la Compassion-

Saint-Ferdinand, Neuilly

of the Ancients.'"4 Returning finally to his detractors,

he writes:

With such an enviable position, I am thus hounded and

surrounded by the envious, who do not forgive me for

the humiliations that my noble successes have inflicted

on them. I owe my success only to myself: theirs are the

fruit of their scheming mediocrity, an impotently hos-

tile and ridiculous academy that I am obliged to repulse

with my nails and teeth. The public and the press have

come to the correct conclusion about this conflict. But

who knows whether the public and the press, so ardently

avenging me today, will not give in to the caprices of

taste and chance? They chased the divine Gluck [sic]

from the Opera, they blasphemed the divine Raphael,

and also Racine. . . . Nothing at all has changed here,

and good taste is quite rare in so many things.' 5

Ingres's confidence was no doubt a reflection of the

grand reception he had encountered upon his return to

Paris in mid-May. The king had invited him to Versailles

to inspect the new museum of French history (for which

Ingres had been invited to contribute a painting, never

realized, for the Galerie des Batailles) and to dine at his

residence at Neuilly. On June 15, 1841, the marquis de

Pastoret, whom Ingres had portrayed in 1826 (cat. no.

1841-1867 353



98), had presided over an enormous banquet in Ingres's

honor, attended by 426 guests drawn from the new royal

family, the old aristocracy, the various academies, and

the ministries of fine arts and the interior
—

"the finest

names of the intellectual aristocracy," as the press defined

it.
16 There the marquis had pronounced a eulogy so

extravagant that even Ingres must have blushed: "You

were misunderstood, . . . and yet we saw that neither

resentment nor bitterness grew within you. Justice was

rendered to you, and that justice was glory; yet, as a

result, you have been no less lenient nor accommodating

for it. This conscientious faith, of which I spoke earlier,

has sustained you in good times and in bad. Your life has

been good. Let this day be sweet: it reunites in the atten-

tive sympathy of your friends all the admiration for your

talent, the esteem for your person, the affection for your

character.'"7 Berlioz had organized a concert with works

by Ingres's "divine" Gluck and Weber, sung by Del Sarte

and Massol and performed by former pensioners of the

Academie de France in Rome.

So complete was the triumph that, just as Ingres him-

self might have anticipated, it provoked ridicule. The

satiric paper Le Figaro, for instance, recalled it as a Last

Supper, at which Ingres, as Christ, offered the Host (a

piece of burnt toast) to his devoted disciples, saying

"Take and paint, for this is my color." Pointing to a sheaf

of old engravings, he was made to say "Take and copy,

for this is my drawing." Then, the satire continued,. he

looked at his disciples and said, "In truth, one of you will

betray me for the peerage." To Horace Vernet's "Master,

is it I?" Ingres replied, "You have said it."
18

Ingres was never elevated to a peerage, nor, as was

also rumored, made official painter to the king. It soon

became clear, however, that he occupied the latter posi-

tion in fact if not in name. Following the death of the due

d'Orleans in a carriage accident, the distraught king and

queen immediately turned to Ingres to provide copies of

his portrait for the bereaved family and for a nation in

mourning (see cat nos. 121, 122, fig. 228). Queen Marie-

Amelie vowed to erect a memorial chapel on the site of

the accident at Neuilly, just outside Paris, and Ingres was

asked to supply cartoons for its stained-glass windows.

According to the director of the civil list, the artist was

selected "less [for his] admirable talent . . . than [for] the

well-known feelings he has for the prince whom we

mourn." 19 Working to a strict schedule and a restricted

iconographic program, Ingres drew thirteen extraordi-

nary figures—flat, heraldic, playing-card-like designs in

which the features of the royal family were substituted

for those of their patron saints (fig. 198)—as well as three

nr> . . BBS?; 11
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Fig. 198. Saint Ferdinand ofCastille, 1842. Cartoon for

stained-glass window in the chapel of Notre-Dame de la

Compassion—Saint Ferdinand, Neuilly, 82'/^ x 36 '/ in.

(210 x 92 cm). Musee du Louvre, Paris

Virtues (Faith, Hope, and Charity) and the Archangel

Raphael, the latter no doubt the suggestion of Ingres

(figs. 196, 197). The artist reported, "The King said ... it

was M. Ingres who must make the designs for the win-

dows of this sad place, given that the prince loved me and

that I was the friend of his son. The deadline was very

short for this work and you will judge by these words

the zeal and feeling that I have brought to it. I have

just finished it."
20 When the chapel was inaugurated as

planned on July 13, 1843, the king was so pleased that he

commissioned a new set ofwindows for the Orleans burial

chapel at Dreux, which were completed and installed just
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one year later. Repeating four of the designs from

Neuilly and creating eight new ones, Ingres continued to

draw inspiration from prototypes that ranged from

Byzantine mosaics to medieval French glass designs to

Giotto, Piero della Francesca, and Raphael—a reflection

of the eclecticism that was the hallmark of design in

France in the 1830s and 1840s. In 1847 the due d'Aumale,

brother of the due d'Orleans, commissioned another set

of windows for the chapel at the Chateau de Chantilly.
21

These little-known projects made an important contribu-

tion to the renaissance of French stained-glass making,

which occurred as a direct result of the patronage of the

Orleans family and withered almost immediately after

the king abdicated in 1848.

Yet another royal commission was an enormous can-

vas, Jesus among the Doctors (fig. 219), that was requested

by the queen in 1842 to decorate the royal chapel at the

Chateau de Bizy. This ambitious work, conceived by

Ingres as a religious variant of his Apotheosis ofHomer,

languished in his studio until 1862, when it was finished

with much assistance. Perhaps the most significant divi-

dend of Ingres's unofficial status as painter to the court was

the purchase by the king of the portrait Cheruhini and the

Muse ofLyric Poetry (fig. 221) in August 1842, six months

after Cherubini's death and only one month after the due

d'Orleans's fatal accident. Designated to be the warhorse

of his planned assault on Paris
—

"I will bring with me to

Paris the completed portrait of Cherubini, on which I base

my hope to succeed"
22—the portrait of Luigi Cherubini

was transformed from a prosaic portrayal begun in Paris

before 1834 into a remarkable allegory of the composer's

apotheosis in which Ingres projected his own desires onto

the unwitting musician. Earmarked by the king for his

museum at Versailles, it was placed on permanent view at

the Musee du Luxembourg in Paris after an administra-

tive tussle. It was only the second easel painting by

Ingres to be so displayed;
2
' the work on which Ingres had

pinned his hopes of success immediately became a light-

ning rod of opinion. Although some cartoonists lampooned

it (see fig. 199), most of the reviews were laudatory,

including that of the often severe Theophile Thore, who

called it "the supreme effort of M. Ingres's talent."
24

"It Is Not to Paint Portraits That I

Returned to Paris"

The ensuing fame of the allegorical portrait of Cherubini

as well as that of the ill-fated due d'Orleans resulted in an

extraordinary demand for portraits by Ingres's hand. As

he had explained to Gilibert soon after his arrival, he had

been resisting six commissions, including another por-

trait of the comte Mole and a new portrait of the due de

Nemours, brother of the due d'Orleans.
25

In July 1843 he

spoke of his exhaustion in a letter to Gilibert:

When one is painter to the Court and currently in favor,

evidently one must get up early, not knowing to whom

to speak, for whom to work, nor to whom to listen.

The house is full of people, everything is crossing and

clashing; sometimes two or three letters to write at the

same time; drawing from the model all day, bringing to

this elementary work all the required genius, maturity,

reason, study, and the most perfect style. And then,

harassed by fatigue to the point of falling down from

sleepiness, one must often get dressed, go out into

the world, and get to bed only at midnight, if not at

one o'clock.
26

In fact, from the moment Ingres unpacked his brushes

in Paris and for the next eighteen years, there were

almost always at least two unfinished portraits on his

Fig. 199. Unidentified artist. "Essaye\ vosforces la, messieurs, par

M. Ingres. On tremble pour ce pauvre petit vieux sur lequel est sus-

pendu le poing de mademoiselle Damocles.—Recevra-t-il un ren-

foncement! N'en recevra-t-il pas!—Cette belle peinture vous emeut

et vous captive."
( Tryyour strength, messieurs, by M. Ingres. We

tremble for the poor litde old man over whom the fist of Mile Damocles

is suspended.—Will it fall? Won't it fall?—This beautiful painting

stirs and captivates one.)Journalpour rire, August 18, 1855
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easel or hanging over his head. That was true of almost

every period of his life, but the tenor of his clientele had

changed. After his return to Paris from Rome, Ingres

accepted portrait commissions from only the highest ech-

elon of society: the due d' Orleans, heir to the throne of

France; Betty de Rothschild, wife of the richest man in

France and de facto minister of finance; the comtesse

d'Haussonville and the princesse de Broglie, daughter

and daughter-in-law of the due de Broglie, member of

the Academie Francaise and many times minister in

Louis-Philippe's government; Edmond Cave, director of

fine arts; Madame Reiset, wife of an eminent art histo-

rian and collector; Madame Moitessier, daughter of an

old friend from Marcotte's circle, Armand de Foucauld,

and wife of an immensely successful businessman. Indeed,

the gallery of Ingres's late portraits, which extend well

into the Second Empire, constitutes a Who's Who of

Orleanist France. Not since he had painted Napoleon's

ministers in Rome about 1 8 10-12 (see, for example, cat.

nos. 26, 27, 33, fig. 93) did his portraits correspond so

closely with the ruling class of a particular regime.

Maintaining his boycott of the Salon, Ingres opted to

exhibit these portraits in his studio at the Institut, one by

Fig. 200. The Virgin with the Host, 1841 (W 234). Oil on canvas,

45
5

^ x 33 "4 in - (
nl5 x 84 cm)- State Pushkin Museum of Fine Arts,

Moscow

one, as they were completed. He had found success when

he showed the portrait of Louis-Francois Bertin to

invited guests prior to the Salon of 1833, and he contin-

ued to do so after his return. With this method, he could

not only refuse to admit the most hostile critics but also

encourage those favorable to him. It remains fascinating

that he exhibited at all, for he certainly did not need to

solicit commissions—he refused more than he accepted

—

and the portraits themselves could easily have found their

private destinations without a public display. Yet Ingres's

mission to determine the course ofFrench painting required

that he maintain a public presence, at the same time that

he struggled to obtain the maximum amount of individ-

ual control. Ironically, Courbet, Manet, and many inde-

pendent artists of the 1850s and 1860s, whom Ingres

opposed, also adopted the practice of private display, in

part to elude the vote of the jury (from which Ingres was

exempt) but also to control the presentation of their

work. Alarmed by this tendency, the critic Jules Varnier

wrote in a review of Cherubini and the Muse ofLyric Poetry:

We who could admire this new creation of the painter

of Homer in the master's studio have hardly any right

to reproach M. Ingres for his long grudge against the

public and the salon; however, when one is called

Ingres, when one has arrived as he has at the summit of

talent and fame, one has an obligation to Art, one has

an obligation to the general pubic at the Louvre. To

refuse to exhibit among contemporary artists is tanta-

mount to separating oneself from the national art, to

diminishing the effect of these annual solemnities in

which the masters, more than anyone else, are called

to compete; above all, it provides a pernicious example

to some artists whom the crowd has already distin-

guished, an example that is gaining ground and that it

is our duty to combat and to stop.
27

At each of these studio exhibitions, Ingres would place

on easels two or sometimes three recently completed

works. He would often juxtapose a portrait with one of

his religious or allegorical works, making strange combi-

nations that reflected the duality of Ingres's artistic prac-

tice. In April 1842, for instance, he exhibited the portrait

of the due d' Orleans (cat. no. 121) and The Virgin with

the Host (fig. 200) alongside Cherubini and the Muse ofLyric

Poetry (fig. 221), contrasting a portrait and an allegory

with an allegorical portrait that bridged the two modes.

Such juxtapositions sent all but the most hardened crit-

ics reeling. An exception was Charles Lenormant, an

enthusiastic supporter of Ingres, who structured his

review on the very fact of this opposition:
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I am reminded that once one could see at the same time

in Raphael's studio the Madonna della Sedia, the Por-

trait ofLeo X, and the Musician of the Palazzo Sciarra.

The comparison of these portraits executed by Raphael

with his history paintings is, without doubt, what sheds

the most light on the mysteries of painting: the same

observation applies to the three last works of M. Ingres,

which make one's thoughts travel the entire range of

art from pure realism to extreme idealism. The unity

of talent—what one today calls the individuality of the

artist—becomes evident upon the simultaneous exami-

nation of the three works. It is obviously the same lyre,

but the artist has adapted it turn by turn to the most

contrasting modes [of expression].
28

The Virgin with the Host that Ingres exhibited was the

first of five similar compositions painted by Ingres—and

his assistants—in his maturity. 29 Commissioned during a

visit to Rome by the czarevitch, the future Alexander II,

the devotional image included two Russian saints,

Alexander Nevsky and Nicholas, for whom the two Baize

brothers are thought to have posed. Ingres based the

figure of the Virgin on that of his highly successful Vow

ofLouis XIII (fig. 146) and made his painting rigorously

Raphaelesque, regularizing and idealizing features to the

point of abstraction and reducing color to strong, simple

contrasting planes. Ingres considered the Virgin an impor-

tant work, and by exhibiting it in Paris before sending it to

Saint Petersburg, he doubtless hoped to influence the devel-

opment of religious painting in France. He succeeded

—

despite the significant contribution that Delacroix also

made to the genre during the same period—through the

work of his devoted disciples, such as the brothers Baize

and Flandrin, whose extensive work in the new Parisian

church of Saint-Vincent-de-Paul closely followed their

master's chosen mixture of Byzantine abstraction and

Raphaelesque geometricization. Ingres's ambition for the

picture is reflected in his bitter disappointment in the

perfunctory thanks he received from the czarevitch's

chamberlain
—

"as one would do for the upholsterer"

—

and in its perfunctory placement: "The poor Virgin with

the Host . . . delivered to a public display in what they call

there an Academy of Fine Arts, [was] hung . . . nastily,

overwhelmed by contempt, between two horrible daubs

in the crossways of a hall."
30

Clearly, Ingres had become

spoiled by the solicitous French royal family.

The same sort of abrupt juxtaposition marked Ingres's

1848 studio exhibition of the splendid portrait of Betty de

Rothschild (cat. no. 132) along with the Venus Anady-

omene (fig. 201). While the Rothschild portrait had

Fig. 201. Venus Anadyomene, 1808—48 (W 257). Oil on canvas, 76 x

36 '/ in. (193 x 92 cm). Musee Conde, Chantilly

required nearly seven years to complete, that was nothing

compared to the dates inscribed on the Venus: 1808 and

1848. During his first stay in Rome, Ingres had conceived

the work as one of the mandatory envois (this time a study

of a nude) that pensioners of the Prix de Rome were

obliged to send to Paris as proof of their progress. The

comte de Pastoret had asked Ingres to complete it for him

in 1821, as had Jacques-Louis Leblanc two years later. It

was Benjamin Delessert who finally commissioned the

completion, but he was dissatisfied with the result and

in the end the painting was acquired by Ingres's friend

Frederic Reiset. Louis Geofroy, reviewing the joint

exhibition in the Revue des deux mondes, informed his

readers that, in passing from the Venus to the baronne,

"we are transported from the sphere of dreams to the real

world, [to stand] before reality in its most complete

expression. It is good that these completely opposite
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Fig. 202. La Source, ca. 1830—56 (W 279). Oil on canvas,

64^ x 31
r/ in. (163 x 80 cm). Musee d'Orsay, Paris

works were not placed side by side; there are not more

than four or five steps separating them in which to pre-

pare for such an abrupt transition." 3 ' Joining other crit-

ics, who once again remarked on the duality of styles,

Geofroy noted the "two distinct categories, virtually two

styles, in which the art of the painter—sometimes with

the model and nature, sometimes with the ideal and tradi-

tion—is always maintained at an equal level. In the two

pictures that M. Ingres has just exhibited, one finds a

complete expression of this contrast. His Venus Anady-

omene and the portrait of Mme
la baronne de Rothschild

are two capital works, each treated with a grand superior-

ity, but each with a different feeling and manner, as

demanded by the difference in subjects."
52

Geofroy thought that the "particular and strange"

merit of the Venus Anadyomene was that it was a "dream

358 PARIS

Fig. 203. Venus Anadyomene, ca. 1858 (W 259). Oil on

canvas, 12'/^ x j
7/
s
in. (31.5 x 20 cm). Musee du Louvre,

Paris

of youth realized with the power of maturity, a happiness

that few obtain, artists or others." 33 Theophile Gautier was

more extravagant: "Nothing remains of the marvelous

painting of the Greeks, but surely if anything could give

the idea of antique painting as it was conceived following

the statues of Phidias and the poems of Homer, it is

M. Ingres's painting: the Venus Anadyomene of Apelles has

been found." 34 Other critics were less kind, finding in it a

naivete that today we would call kitsch. Ingres, however,

must have considered it one of his most successful paint-

ings of the single female nude, for he repeated the figure

in La Source of 1856 (which he had conceived in 1830) and

in another Venus of about 1858 (figs. 202, 203). His col-

lectors agreed: no fewer than five wanted to buy La

Source, so Ingres drew lots; the comte Duchatel won and

Ingres charged him 25,000 francs. As he wrote the

engraver Luigi Calamatta, "All my friends are enchanted

with it, and the most ambitious think I might have made

an even better deal. For my part I find it almost too much;

but certainly not, considering all the noise this little work



has made in Paris, because no one speaks of anything

else." 55 Certainly, no one spoke of the extensive collabo-

ration Ingres required for these paintings, as Georges

Vigne explains in this catalogue (see pages 534-36).

The Bonne-Nouvelle Exhibition (1846)

The full range of Ingres's art, including its curious dual-

ity, became fully apparent only in 1846. Breaking his

prohibition against exhibitions—one critic noted, "Sud-

denly, it is twelve years that the public has been severed

from the works of the master"
315—he was seduced by

excessive flattery and special conditions to contribute to a

charity exhibition organized for the aid of indigent artists

by Baron Taylor, the extraordinary arts administrator

who had formed Louis-Philippe's collection of Spanish

paintings. The exhibition was held at a shopping empo-

rium on the boulevard Bonne-Nouvelle, and its stated

aim was to show the panoply of painting in France during

the previous fifty years; in effect, it became a retrospec-

tive of the work of David and his best students, Antoine-

Jean Gros, Anne-Louis Girodet, and Ingres. Although

there were a few works by Romantic painters—two

small paintings by Delacroix, a group of six small paint-

ings and drawings by Theodore Gericault, and three

important canvases by Leon Cogniet—they were over-

whelmed by the works of David and his followers. The

opportunity to be represented in the exhibition must have

been an enormous incentive to Ingres, who only recently

had begun to consider himself as the successor to David.

And, in fact, after David, he had the largest number of

works in the exhibition. As the conservative critic Paul

Mantz noted, "The sovereign pontiff of modern art, M.

Ingres, is the one whose talent is most seriously repre-

sented in the exhibition; eleven of his best pictures excite

the highest degree of curiosity in the crowd." 57

Although the organizers had hoped to include the por-

traits of Pastoret and the due d'Orleans (cat. nos. 98, 121),

neither of which were available, Ingres was able to pro-

duce three: those of Bertin (cat. no. 99), Mole (fig. 158),

and the comtesse d'Haussonville (cat. no. 125). These were

shown with small history pictures in Ingres's troubadour

style (The Sistine Chapel, Antiochus and Stratonice, Paolo

and Francesca, Philip V of Spain and the Marshal of

Berwick, The Entry into Paris of the Dauphin, the Future

Charles V) and with grand nudes (Oedipus and the Sphinx,

the Grande Odalisque, and the Odalisque and Slave)?
%

Ingres had insisted on a separate space for his work to

avoid contamination from the work of other, lowlier artists,

and all the critics coyly referred to his display area as a

sanctuary or chapel, in which the eye "could embrace . . .

his eleven works, each inspired by a completely different

period or idea." 59

Andrew Shelton has admirably treated the critical

response to the Bonne-Nouvelle exhibition in his essay in

this catalogue (see pages 505-9); it remains worthwhile

to note here that much of the criticism focused on the

portraits, especially the minutely observed depiction of

the comtesse d'Haussonville, which stood in marked con-

trast to the sober portrayals of Bertin and Mole. Ingres's

meticulous technique in the portrait of the countess

prompted a new discussion—the relationship of such

painting to the art of photography, which had been

invented only seven years before (later a cartoon by

Nadar would suggest that the rise of photography was

"Ingres's fault"; see fig. 342). More important, for

Ingres's purposes, is that he emerged from the exhibition

triumphant. As one critic observed, "Yes, M. Ingres is

our century's master without equal with regard to his

portraits. In this exhibition, where one finds a fairly large

number of these by David, Gerard, Gros, and Hersent,

none surpasses his. More than any of his rivals, he has the

gift of thought, the marvelous faculty of lighting materi-

als with the reflection of life."
40

The Golden Age

Ingres and his wife had occupied the same apartment in

the large court of the Institut ever since they had been

granted it in the spring of 1827. The comtesse d'Agoult

left a precious description of it in the article she published

in 1842 on the allegorical portrait of Cherubini:

At the very end of the courtyard of the Institut, on the

right, a wooden staircase, never polished and carelessly

swept—the true staircase of a scholar or a man of

genius—leads you to a landing whose corners should

not be examined too closely. You find yourself facing a

door marked "Number 1" (sometimes chance has a

sense of humor!). You ring. It's a servant who comes to

open. She precedes you down a narrow corridor and

shows you into a study with neither rug nor wall-

hangings. There, you are cordially received by a man

short in stature, nonchalantly dressed; he sits you

down in an armchair covered with needlework—his

wife's doing—and sets about chatting without pre-

tending in the slightest to any special fuss.
4 '

Although over the years Ingres had petitioned for money

to make repairs and had lobbied for new quarters, his
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Fig. 204. The Golden Age, 1842-47 (W 2.51). Oil on plaster, 15 ft. 9 in. x

efforts came to naught until the death of the architect

Laurent Vaudoyer created a convenient vacancy. In

November 1846, Ingres and Madeleine moved just a few

hundred feet to a larger apartment on the same courtyard,

with windows facing both the court and the rue Mazarine,

the street behind.

Since the couple's return to Paris in 1841 the small size

of their apartment had been ameliorated by their annual

stay of several months at the Chateau de Dampierre, just

twenty miles southwest of Paris. There, they were guests

of Honore-Theodore-Paul-Joseph d'Albert, due de

Luynes, who in September 1839 nacl commissioned two

murals from Ingres for the great hall of his castle, then

being rebuilt and redecorated under the supervision of

the talented architect Felix Duban. The hall was to be

dedicated to Minerva, and an enormous reconstruction

by Charles Simart of the ancient statue of the goddess

was to to be placed before one of the murals. At

Dampierre, Ingres and his wife were given a pavilion to

themselves, where they entertained their friends in

comfort and style. Professing disgust with portraiture,

Ingres wanted nothing more than to paint large murals.

.1 ft. 8 in. (480 x 660 cm). Chateau de Dampierre, Yvelines

He thought he had found the perfect client in the duke,

who was long-suffering, rich, and cultivated. Thus it was

with great excitement that he embarked on the project. In

the summer of 1843, he wrote Gilibert:

Here is the short program I have conceived for my

Golden Age: A bunch ofbeautiful, la^ypeople! I have

taken the Golden Age decidedly as the ancient poets

imagined it. The people ofthat generation hardly knew

old age. They lived long lives and were always beautiful.

Thus, no old ones. They were good, just, and loved one

other. The onlyfood they ate was thefruit ofthe earth and

the water ofthefountains, milk and nectar. They lived

thus and died while sleeping; afterward, they became the

good spirits who took care ofmankind. In truth, Astraea

visited them often and taught them to love and topractice

Justice. And they loved it, and Saturn contemplated their

happinessfrom Heaven.

I needed a little activity to bring all these people onto

the stage. I found it in a religious sensibility. They are

all united in an elevated clearing, where there is a trellis

and trees heavy with fruit. A man, accompanied by a

young boy and girl, voices a noble prayer while his
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acolytes hold aloft fruit and a cup of milk that spills a

bit. Behind this sort of priest, there is a little religious

dance executed by girls who encircle an awkward boy

who plays the pipes and is given the beat by the girl

who leads the dance with her clapping. Then groups of

happy lovers and happy families with their children are

scattered about. They are surely waiting for mealtime,

around a pool that springs from under the altar. However,

at the right [sic], the majestic figure of Astraea arrives,

with her divine scales. People are grouped around her,

and she tells them, "As much as you imitate the justice

of this instrument, so will you be happy." ... All this in

a very varied nature, a la Raphael. A young girl crowns

her lover with flowers, others kiss their children.

Such are the principal ideas. I have a little model in

wax [to study] the effect of the shadows, and I count

more than sixty figures.
42

Although the arched format of The Golden Age (fig. 204)

was borrowed from Raphael's Vatican Stance, its concep-

tion was loosely based on those of Antoine Watteau,

whom Ingres considered "a very great painter!" 43 despite

the earlier master's dangerous dalliance with Rubensian

color; modern scholars have found a closer resemblence

to neo-classical compositions by Anton Rafael Mengs

and Etienne Delecluze, Ingres's colleague in David's stu-

dio. Ingres spent part of every year at Dampierre from

1843 to 1847, working with assistants such as Alexandre

Desgoffe and Amedee Pichot, who executed, respec-

tively, the landscape of The Golden Age and the architec-

ture of its companion piece, The Iron Age, which was

never completed. He himself made some five hundred

drawings of the individual figures,
44 including some, such as

the sheet of lovers now at the Fogg Art Museum (fig. 205),

that are of extraordinary quality. But, seeking to rival

Raphael, Ingres had decided to execute the murals in oil

on plaster, a medium akin to fresco, with which he was

not familiar. Requiring a quick and decisive technique,

with almost no possibility of reworking, this method was

vastly different from Ingres's customary oil-on-canvas

technique, which involved laying in, scraping down,

revising, and correcting. 45 He made great progress in the

summers of 1843 and 1844, but when the due de Luynes

saw The Golden Age for the first time at the end of

Ingres's stay during the latter year, he was shocked both

by the nudity and by the profusion of figures as well as by

the slow rate of completion. Work progressed further in

1845, and in 1846 Ingres had Pichot lay in the architec-

tural setting for The Iron Age. But the campaign of 1847

was to be the last; as had become habitual with Ingres, the

project was not to be completed (much later, in 1862, he

contented himself with a small but exquisite reduction to

preserve the fruits of his labor; fig. 206).

Fig. 205. Studyfor "The Golden Age, "ca. 1842-47. Graphite on

paper, \6V
S
x 12 3,/ in. (41.6 x 31.5 cm). Fogg Art Museum, Harvard

University Art Museums, Cambridge, Massachusetts

Fig. 206. The Golden Age, 1862 (W 301). Oil on paper, mounted on

wood, i8'/x 24^ in. (46.4 x 61.9 cm). Fogg Art Museum, Harvard

University Art Museums, Cambridge, Massachusetts
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Fig. 207. Madame Frederic Reiset, nee Augustine-Modeste-Hortense Reiset, 1846 (W 250). Oil on canvas, 23^ x 18
1/ in.

(60 x 47 cm). Fogg Art Museum, Harvard University Art Museums, Cambridge, Massachusetts

In 1846 Ingres executed one of the most direct, unaf-

fected portraits of his later career—that of Hortense Reiset,

whose husband, Frederic, emerged in the 1840s as an

important collector of the artist's work, acquiring both the

portrait ofMadame Devaucey (fig. 87), Venus Anadyomene

(fig. 201), and Ingres's repainted self-portrait of 1804 (fig.

209). At the Reiset's second house in Enghien, Ingres and

Madeleine had enjoyed peaceful country pursuits, and at

some point in the early 1840s, Ingres had promised to paint

PARIS

Hortense. With neither the time nor the inclination to

attempt one of his extravagant machines, like the portrait

of the comtesse d'Haussonville or Madame Moitessier, he

chose a modestly sized canvas and an informal pose, and

the likeness he produced (fig. 207) was so startlingly realis-

tic that it has been likened to a daguerreotype.46 Yet the

direction of influence is likely reversed, for it is early pho-

tography that was made to resemble contemporary portrai-

ture in paint. The steely tonality of Hortense's portrait is



Fig. 208. Madame Henri Gonse, nee Josephine-Caroline Maille, 1845—52 (W 269). Oil on canvas, 28 V x 24^ in. (73 x 62 cm). Musee

Ingres, Montauban

closer to that of the comtesse d'Haussonville than to a

daguerreotype, and the oval frame, which Ingres had used

some forty years before, is simply a flattering shape that

photographers had co-opted for their own frames.

Ingres also embarked on another portrait in 1846 that

was originally conceived in an informal style (fig. 208).

Caroline Gonse, the wife of a jurist in Rheims, was a for-

mer student of Ingres and the daughter of an old friend,

Monsieur Maille, as well as a close friend of Madame

Ingres. Having observed firsthand for herself the master's

sluggish pace and painful procrastination, Madame Gonse

vainly attempted to take matters in hand to ensure the

completion of her portrait. By 1851 she had become quite

impatient, attempting to show up for sittings at short

notice, but Ingres kept her firmly at bay. In December

1 85 1 he wrote her to say that "I am still quite angry that I

have to continue being mean to you, but really, you are

not reasonable." 47 By the first weeks of the new year,
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Fig. 209. Self-Portrait, 1804, revised ca. 1850 (W 17). Oil on canvas, 30 V x 24 in. (78.1 x 61 cm). Musee Conde, Chantilly

detected in Ingres's work: "an ideal that is a provocative

adulterous liaison between the calm solidity of Raphael

and the affectations of the fashion plate."
48

The End of the Monarchy; The
Advent of the Second Empire

Given Ingres's intimate relations with the royal family, it

is not surprising that he was shocked by the February
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Ingres had finished the portrait, which in its completed

form stands halfway between the simplicity of the por-

trait of Hortense Reiset and the elaborate pretensions of

that of the comtesse d'Haussonville. The painting mani-

fests Ingres's insistent regularizaton of features and,

above all, his continued fascination with fashion in its

most minute details; for instance, the particular pattern of

lace on the cache-peigne is recognizable as one popular at

the time. This was precisely the quality that Baudelaire



Revolution. He remained in Paris throughout the tumult-

uous year of 1848; in May he complained to Gilibert:

For four months in Paris, all that I have done is to

arrange and fix up the new apartment—still with a bed-

room for my friend [Gilibert] and his daughter—to

arrange my studios, to be sick, and to endure a revolu-

tion that has shaken me from head to toe, not to speak

of the pecuniary losses that disturb the well-being that

has been so painfully amassed. . . . If liberty is the order

of the day, it is not so here, for I am more than ever a

slave. . . . Anyway, what projects could I work on in this

moment of anguish, when we live from day to day, at

the edge of a precipice with such a steep descent, at the

abyss where one is protected only by the republic that

everyone wants, but so many infernal angels would make

it red [evil], when we want it to be, like Astraea, beauti-

ful, virgin, noble, and pure? Only God can save us and

we believe only in his divine providence.49

Ingres's preference for a constitutional republic was encour-

aged by future developments—elections by universal male

suffrage that brought Louis-Napoleon to power—but the

death of Madeleine in 1849 ended the world as he knew it.

Ingres had still been laboring on the Dampierre murals,

but the due de Luynes, fearing a change of heart, had pro-

posed a completion schedule of two years for The Golden

Age and five years for The Iron Age, which Ingres signed

on June 4, 1849. On July 27, however, Ingres's beloved

wife died after a long struggle with a blood disease that

had caused the loss of her teeth and gangrene in her

extremities. Inconsolable in his grief, he renounced the

troublesome project, gave up his apartment, and avoided

anything that reminded him of her. He wrote Marcotte,

"What will become of me! Everything is finished, I have

her no more, no home, I am broken, and all I can do is

cry in desperation. . . . Everything is finished for me for-

ever, because my dear life's companion exists no more." 50

Watching with horror the death of his wife, observing

from close quarters yet another revolution, Ingres experi-

enced his own mortality more profoundly than ever

before. He slowly began to take stock of his life and work

in order to prepare both for destiny. In 1850 and 1851 he

resigned the presidency of the Ecole des Beaux-Arts as

well as his professorship there; he made his first dona-

tions to the city of Montauban, initiating the ultimate

bequest of his studio's contents to the town museum; he

began to dress the definitive lists of his work in its

entirety, now preserved in two versions, Notebook IX

(Musee Ingres, Montauban) and Notebook X (private

collection, New York);'
1

he worked closely with Albert

Fig. 210. Studyfor "The Apotheosis ofNapoleon /,
"
1853 (W 271).

Oil on canvas, diam. 19'/ in. (48.9 cm). Musee Carnavalet, Paris

Magimel and the engraver Achille Reveil to make outline

engravings of 102 of his compositions, rigorously follow-

ing the archaic linear style of the Flaxman engravings he

had admired in his youth. Ingres also returned to some of

his early pictures and revised them; the most important,

the self-portrait of 1804 (fig. 209), was completely

'.
' v ... .
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" ' /,

I
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Fig. 211. Unidentified artist. "Un Fragment, de M. Ingres. D'un trone

a surprises sort vivement Nemesis, deesse de la vengeance, pour don-

ner a l'anarchie les fameux coups de poing de la fin.—-Pour peindre

l'anarchie qui met tout sens dessus dessous, M. Ingres l'a representee

la tete en bas et les pieds en haut.—C'est la un trait de genie." {A

Fragment, from M. Ingres. Nemesis, goddess ofvengeance, jumps

from a jack-in-the-box throne to give Anarchy the famous knock-

out.—Since Anarchy turns everything upside down, M. Ingres has

painted its head below and its feet on top.—This is a stroke of genius.)

Journalpour rire, August 18, 1855
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Fig. 212. Self-Portrait at the Age ofSeventy-nine, 1859 (w 292)- oil on paper, mounted on canvas, 25 '/ x 20'/ in. (64.8 x

52.1 cm). Fogg Art Museum, Harvard University Art Museums, Cambridge, Massachusetts

reworked. He cut it down on three and perhaps four

sides, transforming it from an awkward piece of juvenilia,

redolent of the eighteenth century, into a dramatic state-

ment of self-assured bravado, cast in a timeless, classical

era. Abandoning the clothing specific to the turn of the

century, he dressed himself in a splendid carrick, draped

to suggest a Renaissance cape. He removed the unpainted

canvas that had originally appeared in the background,

suggesting an environment that smacked of the work-

shop, and brought his hand to his chest as if to clasp a

medal he had just been awarded. More than anything

else, in this reworking Ingres declared his independence

from his youthful master, David, and pledged an oath of

fealty to his new master, Raphael. All that was missing

was his motto: "The Ancients and Raphael!" This was the

image of himself that Ingres wished to project on eternity.

While Ingres was arranging his affairs as if to close up

shop, the new government ofLouis-Napoleon, first elected

president, then prince-president, then emperor, had other

plans for him. As the most distinguished artist in France and
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Fig. 213. Madame J.-A.-D. Ingres, nee Delphine Ramei, 1859 (W 290)- Oil on canvas, 24V x 19
3/ in. (63 x 50 cm).

Oskar Reinhart Collection, Winterthur, Switzerland

the sole living link to the First Empire, Ingres was eagerly

sought for service by the new regime. In 1851 Napoleon's

director of fine arts, Monsieur de Guizard, awarded the

artist a contract of 20,000 francs for two works: a new ver-

sion of The Virgin with the Host (fig. 11), to compensate for

the loss of his "poor Virgin" to Saint Petersburg, and the

completion of a painting of Joan of Arc (fig. 215), origi-

nally conceived in 1846. Even before these were completed,

in 1854, Ingres was given another commission—one for

which he had been yearning for more than a decade. For a

ceiling in the Salon de l'Empereur at the Hotel de Ville, he

was called on to provide an immense roundel representing

the Apotheosis of Napoleon, to serve as a pendant to a

work by Delacroix in the Salon de la Paix. Finally given

an opportunity to compete with Delacroix on equal

terms, Ingres reverted to a kind of anti-Romanticism, to

the same archaic style he had used for the decoration he

had made for the first Napoleon, Romulus, Conqueror of

Acron (fig. 96). And, remembering his unsuccessful expe-

rience at Dampierre, he worked in oil on canvas.
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Fig. 214. Andre-Adolphe-Eugene Disderi (1819-1889). Delphine Ramel.

Photographic carte de visite (detail), 1861. Cabinet des Estampes et de

la Photographie, Bibliotheque Nationale de France, Paris

Those who loved Ingres loved the painting (only the

sketch survived the destruction of the Hotel de Ville; see

fig. 210). The critic Gustave Planche applauded the selec-

tion of artist: "Among us there is more than one painter

capable of conceiving from this subject something seduc-

tive; I do not think that there is anyone who could treat

the subject with the same elevated style. Thus one can

affirm that the Apotheosis of Napoleon has arrived to

remind misguided imaginations of the importance of

style, and not only do I sustain the firm hope that it will

counteract the habits of our school, but even more I

believe that it will redirect the taste of the public."
52

Those who did not love Ingres hated it (see fig. 211).

Delacroix, for example, who wrote in his journal:

The proportions of his ceiling give one a real shock: he

did not calculate the loss that the perspective of the

ceiling brings about in the figures. The emptiness of the

whole lower part of the picture is unbearable, and that

big solid blue in which the horses—quite nude also

—

are swimming, with that nude emperor and that chariot

going through the air, produce the most discordant effect,

for the mind as for the eye. The figures in the panel are

the weakest that he has done: awkwardness predominates

over all the merits of the man. Pretension and awkward-

ness, with a certain suavity in details that have charm,

in spite of or because of their affectation—and that, I

think, is what will remain of this for our descendants."

Ingres, a master courtier, inscribed the steps of the empty

throne with IN NEPOTE REDIVIVUS (He Lives Again

in His Nephew). The emperor himself translated the

phrase for the empress when they arrived on January 3 1

,

1854, at only one hour's notice, to inspect the work in the

artist's studio. They were immensely pleased. When the

emperor asked Ingres what had served as models for the

horses, he replied, "Phidias and the carriage horses."' 4

The person who recorded the interview with the

emperor was Delphine Ramel, Ingres's second wife, in

whom he found once again a perfect "minister of the inte-

rior."" It was the ever-faithful Charles Marcotte who, in

1851, had played matchmaker for the seventy-one-year-old

artist. He introduced Ingres to Delphine, then forty-three,

whose mother was a Bochet (see cat. no. 49); she was also

a cousin ofthe wife of Cherubini's son Salvador. A devout

spinster accustomed to living with her elderly parents,

Delphine consented to marry him, despite his age and

lack of fortune. He wrote Calamatta to announce the wed-

ding: "Here I am ... I hope, the happiest man in the

world . . . what has touched my heart most deeply is that she

alone has chosen me! that she comes with open arms,

despite my age and being less perfect than her, but with

the certitude that I will do everything to ensure her hap-

piness, to which I will devote the rest ofmy life."'
6
Ingres

did find complete happiness with his buxom bride, enjoy-

ing the affluent bourgeois comfort of the Ramel family,

taking a country house at Meung-sur-Loire with his new

relations, and executing a series of portrait drawings of

his wife and her family (see cat. nos. 159, 160).

As Ingres completed his last grand society portraits in

the 1850s—portraits of the princesse de Broglie and

Madame Moitessier—he repeatedly reminded his friends

that the only portrait that remained for his brush was that of

Delphine. This he finally painted at Meung-sur-Loire in

1859 (fig. 213). In his portrayal he used his favorite hand-

to-face gesture, giving his wife more of the warm intelli-

gence of the baronne de Rothschild than the coquetry of

the comtesse d'Haussonville. Nonetheless, he furnished

her with what must have been every last piece of jewelry

in the house. As a pendant for the portrait of Delphine,

Ingres transformed the sketch for his portrait destined for

Florence (cat. no. 148) into an elegant picture of an

accomplished and worldly painter at the zenith of his

career (fig. 212). Perhaps to avoid embarrassing Del-

phine, he colored his gray hair brown. Ingres evidently

remained a vigorous husband; the Goncourts recorded a

rumor that on the way home from the Opera, the Ingres's

carriage was seen shaking from all the activity within.'
7

The Exposition Universelle (1855)

Ingres's new paintings for the government of Napoleon

III

—

The Virgin with the Host, Joan ofArc (fig. 215), and
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The Apotheosis ofNapoleon I—were exhibited along with

sixty-six more of his works at the Exposition Universelle

of 1855. The fair was Napoleon's response to the Crystal

Palace Exhibition, held in London in 1851: its purpose

was to proclaim French superiority, if not in machinery,

then at least in the fine arts. Ingres was a crucial component

of the propaganda program, but, as in the Bonne-Nouvelle

exhibition of 1846, he was a reluctant participant. Only the

promise of a separate room (the only one granted), com-

plete control of the contents and the hanging of the instal-

lation, and an award of special honors, guaranteed by

Prince Napoleon, the emperor's cousin, who was in charge

of the fair, succeeded in obtaining his cooperation. At

first, Ingres had lobbied for the exhibition to serve as a

retrospective of all French painting since 1800, hoping to

recreate his success at the 1846 exhibition and wishing to

undermine the impact of the Romantic painters. Delacroix

recorded the struggle in his journal: "At half past two,

meeting of the Commission. Discussion of the rule con-

cerning the exhibition of works produced since the

beginning of the century. Aided by [Prosper] Merimee, I

successfully fought that proposition, which was shelved.

Ingres was pitiful; his brain is all warped; he can see only

one point. It is the same as in his painting; not the slight-

est logic and no imagination at all."'
8
In the end, com-

promise ruled, and four artists were selected to have

special displays: Ingres, Delacroix, Horace Vernet, and,

inexplicably, Alexandre Decamps, the popular painter of

lowly genre scenes. Everyone recognized that this would

be Ingres's last large exhibition; one critic remarked that

"for him, apart from any coterie, whether one is friend or

foe, posterity begins." 59 Gautier concurred that "M. Ingres

has today arrived at the place where posterity will set

him, beside the great masters of the seventeenth century,

from whom, after three hundred years, he seems to have

inherited the spirit."
60 A visit to Ingres's exhibition was

virtually obligatory and the subject ofinnumerable reviews

and cartoons (see fig. 216).

In this catalogue, Robert Rosenblum has masterfully

analyzed Ingres's display at the 1855 exhibition, and

Andrew Shelton has thoroughly treated its critical recep-

tion, revealing the political nature of the criticism and

underlining the shifting standards by which his achieve-

ment was measured (see pages 509-14). Here I would

like to underscore the role of the exhibition in publicizing

Ingres's rivalry with Delacroix: a matter that had previ-

ously been restricted to artistic circles became a subject of

widespread public debate (see fig. 217). Both artists had

powerful allies in the government, and both used them

fully in their negotiations for the exhibition. By providing

nearly equivalent spaces and allowing displays of equal

number, the government forced the confrontation that

had been simmering for years, inviting the critics and the

public to choose sides. The result, as one critic put it,

was "that it is impossible to cite the name of M. Ingres

without that of M. Eugene Delacroix following immedi-

ately in the mind."
6

' Le Charivari published a ditty that

went: "Ah! if only M. Delacroix could be M. Ingres, if

only M. Ingres could be M. Delacroix! / But M. Delacroix

is not M. Ingres and M. Ingres is not M. Delacroix."
2 By

now, the two artists felt the rivalry intensely. At every

turn, Ingres fought the Romantic tide, blocking official

commissions, professorships at the Ecole des Beaux-Arts,

and appointments to the Academie of anyone he sus-

pected of Romantic sympathies. Delacroix, for his part,

had no real institutional agenda, but he vigorously fought

for every advantage for his friends and for liberalism in

the administration of the arts.

Owing to the exhibition, things came to a head in 1855.

When Ingres caught Delacroix leaving Ingres's display

prior to the opening, Delacroix smiled tightly and

excused himself. Ingres said to an assistant after Delacroix

left, "The odor of heresy is surely here." 63 In his journal,

Fig. 21 5.Joan ofArc at the Coronation ofCharles VII in the Cathedral

ofRheims, 1851-54 (W 273). Oil on canvas, 94'/ x -jo'/ in. (240 x

178 cm). Musee du Louvre, Paris
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LA SALLE DE M. INGRES.

— Quelle horreur! un pelntre qui a gagn6 tant d'argent

n'avoir pat de quo! habiller tes modeles

!

Fig. 216. Unidentified artist. "La Salle deM. Ingres.—Quelle horreur!

un peintre qui a gagne tant d' argent n'avoir pas de quoi habiller ses

modeles!" (The Room ofM. Ingres.—How awful! A painter who has

made so much money doesn't have the resources to clothe his mod-

els.) Le Charivari, June 19, 1855

Delacroix recorded his feelings of disgust: "I saw Ingres's

exhibition. The dominating thing in it, to a great degree,

is the ridiculous; it is the complete expression of an

incomplete intelligence; effort and pretension are every-

where; there is not a spark of naturalness in it."
64 Two

weeks later he formed a different impression: "The group

of Ingres' things seemed to me better than it did the first

time, and I am thankful to him for many fine qualities that

he gets."
6

' Ingres was not as tolerant. When the awards

for the fair were announced, he was furious to be given

the same Grande Medaille d'Honneur as Delacroix: "I,

painter of high history, I am on the same rank as the

apostle of ugliness?"
66

Delacroix heard about this from

Horace Vernet and others: "Ingres . . . had written to refuse

the medal because he felt deeply insulted at coming after

Vernet, and even more, according to what I was told by

several people who are above suspicion in this—insulted

at the insolence of the special jury on painting which had

placed him on the same line as myself in the preliminary

classing of the candidates." 67
Ingres appealed to Prince

Napoleon, whose portrait by Ingres suddenly appeared

during the last weeks of the exhibition. The prince obtained

for him a promotion to the highest rank of the Legion of

Honor, never before granted to a painter. He crowed to

Magimel, "The Emperor has just named me grand officer

in the Legion of Honor! You will agree that I can do no

better than to go and receive it from his august hands."
68
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Fig. 217. Unidentified artist. "Republique des Arts. Duel a outrance

entre M. Ingres, le Thiers de la ligne, et M. Delacroix, le Proudhon

de la couleur. II n'y a point quartier a esperer; si M. Ingres triomphe,

la couleur sera proscrite sur toute la ligne, et l'insurge que Ton trou-

verait muni de la moindre vessie sera livre aux derniers supplices. Si

Delacroix est vainqueur, on interdira la ligne avec tant de rigueur que

les gens surpris a pecher a la ligne sous le Pont-Neuf seront immedi-

atement passes par les armes. Quelques personnes ont bien ose parler

de fusion entre la ligne et la couleur; mais ce projet a paru si ridicule

et si extravagant, que nous n'en parlons ici que pour memoire." {The

Republic ofthe Arts. The ultimate duel between M. Ingres, the Thiers

of line, and M. Delacroix, the Proudhon of color. There's no side to

root for. If M. Ingres triumphs, color will be banned from every line,

and any rebel found with a tube of paint will be subject to capital

punishment. If Delacroix is the winner, line will be outlawed with such

rigor that people found fishing under the Pont-Neuf will be immedi-

ately arrested. Some people have dared to speak of a fusion between

line and color, but that project seems so ridiculous and eccentric that

our mention of it here is just a reminder.) Journalpour tire, July 28, 1849

What Delacroix objected to most was Ingres's insistence

on the primacy of his own method and the superiority of his

own school. As early as 1834, as Shelton has underscored,

critics had voiced concern over Ingres's legacy (see page

503). Baudelaire put his finger on it in 1846:

Around M. Ingres, whose teachings must inspire some

kind of fanatical austerity, are grouped several men, the

best known being Mssrs. FLANDRIN, LEHMANN, and

AMAURY DUVAL. But what an immense distance

from master to students! M. Ingres is still alone in his

school. His method is the result of his nature, and how-

ever bizarre and obstinate it might be, it is sincere, which

is to say, involuntary. Passionate lover of antiquity and

its model, respectful servant of nature, he makes portraits

that rival the best Roman sculptures. These gentlemen



have—coldly, willfully, pedantically—translated the

unpleasant and unpopular part of his genius into a system;

for what distinguishes them is pedantry, above all.
69

Delacroix concurred: "All these young men of the school

of Ingres have something pedantic about them. It seems

that there is already a very great merit on their part in

having joined the party of serious painting: that is one of

the mottoes of the party. I told Demay that a whole lot of

men of talent had done nothing worth while, with that

mass of fixed opinions that they impose on themselves, or

that the prejudice of the moment imposes on you."
70

In his

projected dictionary of the arts, Delacroix even defined the

word authorities with Ingres in mind: "Authorities: the ruin

of great talents, and almost the whole talent of mediocri-

ties. They are the leading-strings which help everybody to

walk at the beginning of his career, but on almost every-

body they leave ineffaceable marks."
71 He believed that

Ingres's instruction had the effect of "resulting in mere

technical imitation and thus breeding a horde of follow-

ers devoid of any idea of their own." 72 While conceding

that some of Ingres's works had "a certain grace recalling

that of Raphael; but with the latter one strongly feels that

all such qualities emanate from himself and are not

sought after," 73 Delacroix ultimately preferred even the

school of David (meaning Girodet and Gros) "to that

taste compounded of antiques and mongrel Raphaelism

which is that of Ingres and those who follow him." 74

Needless to say, posterity has sided with Delacroix and

Baudelaire; despite their talent and their historical inter-

est, all of Ingres's students have been relegated to minor

status, and most of their work to storerooms.

Monsieur Ingres, Senateur

In July 1857 Delacroix was finally elected to the

Academie des Beaux-Arts, occupying the seat vacated by

the death of Paul Delacroche, another artist whom Ingres

disliked. As he realized this inevitability, Ingres was frus-

trated and angry, writing a friend that "today I want to

break with my century, that is how ignorant, stupid, and

brutal I find it."
75 Hoping to make peace, Delacroix wrote

to Ingres to excuse himself for not visiting Ingres on the

occasion of his candidacy at the Academic 76
Ingres was

on all public occasions ostentatiously polite: Delacroix

noted in his journal on June 2, 1857, that he "met Ingres at

[the art dealer] Haro's place, and that he was very cordial

and very courteous." 77 Nevertheless, Ingres maintained

his institutional opposition. As he had explained to the

painter Joseph-Nicolas Robert-Fleury in 1857, Delacroix

was "an artist in whom he recognized the talent, the hon-

Fig. 218. Comte Alfred-Emilien Nieuwerkerke, 1856

(N 439). Graphite and white chalk on paper, 13 x c/V
s

in.

(33 X24.3 cm)- F°gg Art Museum, Harvard University

Art Museums, Cambridge, Massachusetts

orable character, and the distinguished mind" but who

was someone who held "doctrines and tendencies that I

believe to be dangerous and that I must repulse."
78

In the next few years, however, the danger would

come from a new quarter, and Ingres and Delacroix

would find themselves united in opposition to the gov-

ernment and to Comte Alfred-Emilien de Nieuwerkerke,

an amateur sculptor and arts administrator, who used his

companion, Princess Mathilde, sister of Prince Napoleon

and cousin of the emperor, to advance his influence. In

1856 Ingres had executed a splendid portrait drawing

of the vain count (fig. 218), who was distrusted by

Napoleon and disliked by almost everyone at court save

the princess. Soon after that, Nieuwerkerke, then called

superintendent of fine arts, was caught in a war between

the Academie, which at that point controlled the Salon

jury as well as the Ecole des Beaux-Arts, and the govern-

ment of Napoleon III. Artists had been complaining for

some time about the Academie's restrictive policies

(which reflected in part the hegemony of Ingres), and in

1863 the emperor personally responded to the criticism by

creating the Salon des Refuses. Meanwhile, Nieuwerkerke

saw in this discontent an opportunity to wrest from the

Academie—a bastion of Orleanism—control of the

Salon, the Ecole des Beaux-Arts, and even the Academie

de France in Rome. This centralization coincided with a

campaign to clean paintings at the Louvre, and when the
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Fig. 219. Jesus among the Doctors, 1842—62 (W 302). Oil study on can-

vas, 8 ft. 8 V in. x 10 ft. 5 in. (265 x 320 cm). Musee Ingres, Montauban

restorers began work on the Raphaels, most of the Acad-

emicians, including Delacroix and Ingres, were up in

arms. Ingres went straight to the emperor to denounce

Nieuwerkerke, saying that "the future will severely judge

this assassin!" 79 Although Ingres was named a Senator in

1862—doubtless an attempt by the government to buy

his cooperation—the ploy did not work. He continued to

oppose Nieuwerkerke vigorously and found himself at

odds with the same government that had previously

showered him with honors. Nieuwerkerke responded

churlishly by banishing Ingres' s paintings at the Musee

du Luxembourg (Roger Freeing Angelica and Cherubini

and the Muse ofLyric Poetry) to a dark corner.
80

Ingres wished to believe that he had been named a

Senator because "the Emperor wanted, on his own accord,

to proclaim and pronounce my name; he very much

wanted to scatter some honorable flowers* on my old age

and last days."
8

' Nevertheless, he added, "I am even

more of an artist than ever before."
82

Ingres spent his last

years collecting the numerous honors awarded him—not

only from France, which named streets after him in Mon-

tauban and Paris and crowned him with a gold wreath

paid for by a huge public subscription, but also by fine-

arts academies across Europe. In his last decade, he

painted self-portraits to send to Florence and Antwerp

(cat. nos. 148, 149) as well as his enormous Jesus among

the Doctors (fig. 219), which he exhibited at the Galerie

Martinet in 1862. Given his studio practice and advanced

age, his work on large paintings such as Jesus could have

been finished only with substantial cooperation from his

assistants, as Georges Vigne recounts (see pages 534-40

in this catalogue). The poor reception accorded this

painting could well be attributed to the great amount of

studio intervention involved in its completion. As the

wicked Goncourt brothers noted in their diary, "We

stopped, before dinner, at the exhibition on the boulevard

des Italiens, to see the latest painting by M. Ingres. . . .

Here, perhaps, is the man who, since the beginning of

time, has most tricked God: he was born to paint as Newton

was born to be a singer! He has all the talent that determina-

tion can give and all the genius that patience can give

—

that is, hardly any genius and a talent of sixth order. . . .

There is not a morsel of paint on that big canvas." 85

That same year, Ingres completed a delicious morsel

of painting that even the Goncourts might have appreci-

ated, The Turkish Bath (fig. 220). Its history is complex: it

was begun about 1848 for Prince Napoleon, but records

of 1852 indicate that it was then destined for the Russian

collector Count Nikolai Demidov; upon its completion in

1859, the work was delivered to its first intended recipi-

ent. Once again, the abundant nudity shocked the sensi-

bility of the new owners, especially the prince's wife, and

the painting was returned to Ingres in a complicated

exchange negotiated by Frederic Reiset, in which Ingres's

repainted self-portrait of 1804 was substituted for The

Turkish Bath. Finding his "child" back in his studio, Ingres

transformed the rectangular composition into a tondo

that, through its strong formal design, counterbalanced

the libidinous energy of the painting. Quoting from The

Valpincon Bather, Roger Freeing Angelica, the odalisques,

and even the curious pose of the seated portrait ofMadame

Moitessier, The Turkish Bath became an extraordinary

single-painting retrospective of Ingres's study of the

female nude. 84

Ingres's mood was decidedly retrospective in the years

before his death. Freed from most of his worldly respon-

sibilities and occupying primarily honorific positions,

marvelously cared for by his wife, Delphine, happily

ensconced in a fine apartment on the quai Voltaire, he

worked concertedly to perfect his principal compositions.

To this end, he executed an elaborate, more perfect version

of The Apotheosis ofHomer, entitled Homer Deified (fig.

316), hoping (in vain) that its reproduction would estab-

lish a canon for future generations; he painted the small

version of his unfinished Golden Age (fig. 206); he made a

watercolor version of The Dream ofOssian (Musee Ingres,

Montauban), a reduction of his Oedipus and the Sphinx

(W 315; Walters Art Gallery, Baltimore), and another

version, in reverse, of his Antiochus and Stratonice (W 322;

Musee Fabre, Montpellier), as well as small devotional

pictures for his wife. He recorded all of these in the list of

his works that he maintained in a notebook. The last anno-

tation, "a large Virgin with the Host and two angels,"

PARIS



bears the date December 31, 1866. s A week later, on Jan-

uary 8, he went to the Bibliotheque Nationale to copy an

engraving after Giotto's Entombment ofChrist; that evening,

after enjoying some quartets by Mozart and Cherubini at

dinner with friends, he retired. Awakening to open the

window to clear the bedroom of smoke, he caught cold;

he died after a brief illness on January 14, 1867.

On April 10, a huge posthumous retrospective—orga-

nized by Edouard Gatteaux, Jacques-Ignace Hittorf, and

Henri Lehmann under the aegis, ironically enough, of

Nieuwerkerke—opened at the Ecole des Beaux-Arts. By

chance it coincided with the great Exposition Universelle

of 1867, where the government of Napoleon III once

again sought to display the superiority of French art and

industry. The fair was also designed to display the mas-

sive reconstruction of Paris that Napoleon and Baron

Hausmann, the governor of the region, had wrought. No

greater contrast could be imagined than that between the

freshly cleaned city—its new, wide boulevards bril-

liantly lit, its new, tall, luxurious apartment buildings

stretching for blocks, its new, grand railroad stations

bursting with traffic—and the Ingres exhibition at the

Ecole des Beaux-Arts: a temple consecrated to the past, to

the old, to Raphael and the Ancients. The exhibition,

which was the first to feature the artist's drawings as

strongly as his paintings, forced a new generation of crit-

ics to grapple with Ingres's strange genius. Albert Wolff,

who would later review the Impressionist exhibitions in

the 1 870s, noted that "the exhibition at the Ecole des

Beaux-Arts is more than an event, it is a revelation,

because among these canvases, coming from the four

corners of France, there are pages unknown to the

masses, canvases of his early period that are quite simply

superb, and others, very well known to the public, that

are quite simply insane."
86 Once again Ingres would be

misunderstood, insulted, and once again his paintings

Fig. 220. The Turkish Bath, 1862 (W 312). Oil on canvas, mounted

on wood, diam. 42'/ in. (108 cm). Musee du Louvre, Paris

would be examined admiringly by those susceptible to

their peculiar beauty and amazing technique. There was

one thing, however, that everyone could agree on:

authority had died with Ingres. "His presence among us

was a guarantee, his life a safeguard," eulogized Leon

Lagrange in the Gazette des beaux-arts. "Silent champion

of the principles of the Beautiful, he no longer taught, he

did not preach, he did not write, he had stopped exhibit-

ing. But he was alive and that was sufficient to impose

respect, to slow down the torrent, to avert the storms. His

death breaks the last tie of moderation that was holding

back anarchy." 87
Little could Lagrange have imagined

that the artistic anarchy he feared would, in twenty years,

reflect the passion of a new generation of artists—from

Renoir and Degas to Cezanne and Gauguin—for the

work of J.-A.-D. Ingres.

1. "gloire, amitie, et respect." Granet to Ingres, November 29,

1840, in Neto 1995, letter no. 396.

2. "une extreme sensibilite et un desir insatiable de gloire." Ingres

to Pierre Forestier, January 17, 1807, in Boyer d'Agen 1909, p. 53.

3. "The motto ... is on my flag: The Ancients and Raphael! ("la

devise est sur mon drapeau: Anciens et Raphael!"}. Ingres to

Jean-Francois Gilibert, January 10, 1839, in ibid., p. 2S2; see

also p. 323 in this catalogue.

4. "la secheresse de la matiere qui, decidement, est anti-belle et

pittoresque." Ingres to Gilibert, February 27, 1826, in ibid.,

pp. 132-33.

5. The magazine L 'Artiste wrote that a peerage would be the "nec-

essary crowning achievement of M. Ingres's brilliant career"

("couronnement necessaire de la brilliante carriere de M. Ingres")

Anon. 1841, p. 414, quoted in Lapauze 1911a, p. 36.

6. "Je me suis mele, mon bien cher, moi aussi, de faire un projet

pour le tombeau de Napoleon, dont il ne sera encore rien fait, et

cependant il n'est peut-etre pas plus bete qu'un autre." Ingres

went on to state that he wanted to include the architect Felix

Duban in the project: "Above all, what I wanted to ensure was

the involvement of a man like Duban." ("Ce que j'ai eu surtout

le soin de bien arreter, e'est d'associer a un homme tel que
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Duban"). Ingres to Dumont, July 25, 1840, in Boyer d'Agen 1909,

p. 280. The sketch of the tomb that Ingres made in his notebook

(IX, fol. 53) is reproduced in Vigne 1995b, fig. 244.

7. "oil il etait si bien, ou ma gloire a ete si complete." Ingres to

Gilibert, 1834 (not 1839 as transcribed), in Boyer d'Agen 1909,

p. 291.

8. After some repairs and reworking, he exhibited this work in his

studio in January 1843.

9. "Vous faites, a ce qu'il parait, des merveilles a l'Hotel-de-Ville.

Apres l'architecture viendra, je l'espere, le tour de la sculpture

et de la peinture, de la fresque surtout. N'etes-vous de mon

avis?" Ingres to Varcollier, August 31, 1841, in Boyer d'Agen

1909, p. 298.

10. "Tu connais Paris. Eh! bien, il m'est tombe dessus, j'en suis

accable. Lorsque je crois pouvoir gagner les bords du gouffre,

je m'y vois replonge de plus belle. Toutes mes heures, tous mes

moments sont comptes, toutes mes soirees sont precedees de

diners retenus d'avance. J'expie les honneurs et les ennuis d'une

position digne d'envie, certes, mais qui au fond ne me rend pas

heureux, il s'en faut. J'aimerais mieux le calme et la douceur du

foyer avec mes amis choisis et mon atelier, ou je suis roi, ou

j'oublie qu'il est des ennuis, des chagrins; la, ou je suis heureux

avec les difficulties a vaincre de mon bel art, quelquefois

couronne par ma propre approbation et surtout quand je revois

longtemps apres, dans le monde ou je les ai lances, ces enfants

qui m'ont tant coute de soins, et de sollicitudes tendres et

courageuses. Voila ce qu'il me faut." Ingres to Gilibert, Octo-

ber 2, 1841, in ibid., p. 302.

11. "Depuis que j'ai peint les portraits de Bertin et de Mole, tout le

monde en veut. En voila six que je refuse ou que j'elude, car je

ne puis les souffrir. Eh! ce n'est pas pour peindre des portraits

que je suis retourne a Paris. Je dois y peindre Dampierre et la

Chambre des Pairs. Cependant, j'ai du accepter de peindre le

due d'Orleans, ce prince, mon aimable Mecene, auquel je ne pour-

rai jamais rien refuser. Je ne puis t'exprimer, au reste, comme le

roi et toute la famille royale m'ont honore. Si tu pouvais les

approcher et les connaitre, tu les adorerais." Ibid., pp. 302-3.

12. "Je suis bien venge: quoique toujours modeste et humble petit

garcon devant les Anciens, devant qui je m'incline et dont je tire

toutes mes inspirations, il faut avouer qu'il est assez flatteur de voir

couler des larmes devant mes ouvrages, et cela par tous le bons

esprits delicats: 'Vous etes le premier aujourd'hui'! me dit-on. Et

je vois mes mediants et ridicules envieux a mes pieds." Ibid., p. 303.

13. "tout cela et la conviction de ce que je vaux compare aux

modernes, ma position, les plus beaux travaux de l'epoque, par

consequent une fortune, resultat naturel de ces oeuvres, honore

et reconnu en plus haut lieu, entoure d'une foule d'amis dont je

suis cheri et respecte, influent si je le voulais en beaucoup de

choses." Ibid.

14. "excepte mon art et la musique, rien ne me tente. Je suis flatte,

reconnaissant, heureux et glorieux, mais avec modestie, et le

'souviens-toi que tu es homme!' fait que je me traite, aujour-

d'hui, avec encore plus de severite sur mes imperfections et sur

tout ce qui me manque pour arriver jusqu'ou sont montes les

Anciens." Ibid.

15. "Avec une position si enviee, je suis ainsi courbe et entoure

d'envieux qui ne me pardonnent pas les humiliations que mes
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nobles succes leur ont fait subir. Je ne dois ces succes qua moi:

les leurs sont le fruit de leur mediocrite intrigante, une

academie impuissamment hostile et ridicule que je suis oblige

de repousser a ongles et dents. Le public et la presse ont fait

bonne justice de cette opposition. Mais qui sait si ce public et

cette presse si ardents a me venger, aujourd'hui, ne cederont pas

au caprice du gout et du sort? On a bien chasse Gliick [sic] le

divin de 1' Opera, on a blaspheme le divin Raphael et aussi

Racine. . . . Rien n'est guere change ici, et le bon gout y est bien

rare en tant de choses." Ibid., p. 304.

16. "les plus beaux noms de l'aristocratie intellectuelle." Laurent,

June 18, 1841.

17. "Vous avez ete meconnu . . . et 1'on ne vous en a vu concevoir

ni ressentiment ni amertume. On vous a rendu justice, et cette

justice etait de la gloire; vous n'en avez ete ni moins indulgent,

ni moins facile. Cette foi consciencieuse, dont je parlais tout a

l'heure, vous a soutenu dans les bons comme dans les mauvais

jours. Votre vie a ete bonne. Que ce jour-ci vous soit doux: il

reunit dans la sympathie empressee de vos amis tout ce qu'il y a

d'admiration pour votre talent, d'estime pour votre personne,

d'affection pour votre caractere." Quoted in Lapauze 1911a,

pp. 366-67.

18. "Prenez et peignez, car ceci est ma couleur"; "Prenez et copiez,

car ceci est mon dessin"; "En verite, je vous le dis, l'un de vous

me trahira pour la pairie"; "Maitre, est-ce moi?"; "Vous l'avez

dit." Laurent, June 18, 1841.

19. "moins encore a l'admirable talent du peintre qu'a ses senti-

ments bien connus pour le prince que nous pleurons." Montalivet

to Alexandre Brogniart, July 22, 1842, quoted in Schlumberger

i 99i,p. 8.

20. "Le roi a dit . . . que e'etait M. Ingres qui devait faire les cartons

pour les vitraux de ce triste lieu, attendu que le prince m'aimait

et que j'avais ete l'ami de son fils. Le delai fut tres court pour ce

travail et tu juges, par ces paroles, du zele et du sentiment que

j'y ai apportes. Je viens de le finir." Ingres to Gilibert, October 30,

1842, in Boyer d'Agen, 1909, p. 352, and Ternois 1986b, p. 194.

21. See letter from the due d'Aumale to Ingres, October 1, 1847,

quoted in Bertin 1998, p. 20, lr.6.

22. "J'apporterai avec moi a Paris le portrait termine de Cheru-

bini, sur lequel je fonde l'espoir de reussir." Ingres to Edouard

Gatteaux, September 5, 1840, quoted in Delaborde 1870, p. 248.

23. Roger Freeing Angelica (fig. 104), now at the Louvre, was the

first, although his Apotheosis ofHomer could be seen installed in

the Galerie Charles X.

24. "le supreme effort du talent de M. Ingres." Thore 1842, p. 801.

25. Ingres proposed to execute the second portrait of Mole with

studio collaboration, which Mole refused; Bertin 1998, p. 38,

LR.105. In July 1843 ne mentioned to Gilibert that he needed to

sketch the portrait of the due de Nemours; Boyer d'Agen 1909,

p. 363.

26. "Mais lorsqu'on est peintre de Cour et en faveur, on doit, a ce qu'il

parait, se lever de bonne heure, ne savoir a qui parler, pour qui tra-

vailler, ni a qui entendre. La maison est pleine de gens, les

affaires se croisent, se heurtent; quelquefois, deux ou trois lettres

a ecrire au meme moment; modele toute la journee, et il faut

apporter a ce travail d'enfantement tout le genie requis, la maturite,

la raison, l'etude et le style le plus parfait. Et lorsque, harasse de



fatigue, on en est au point que les jambes n'en veulent plus et

que Ton tombe de sommeil, il faut souvent faire toilette, aller

dans le monde et se coucher a minuit, si ce n'est pas a une heure."

Ingres to Gilibert, July 20, 1843, in Boyer d'Agen 1909, p. 363.

27. "Pour nous, qui avons pu admirer cette nouvelle creation du

peintre d'Homere dans l'atelier du maitre, nous n'avons guere

le droit d'accuser M. Ingres de ses longues rancunes contre le

public et le salon; cependant, quand on s'apelle M. Ingres, et

que Ton est arrive comme lui au faite du talent et de la renom-

mee, on se doit a l'art, on se doit au grand public du Louvre:

refuser d'exposer au milieu des artistes contemporains, c'est, pour

ainsi dire, se separer de l'art national, c'est amoindrir l'eclat de

ces solennites annuelles auxquelles les maitres sont, plus que per-

sonne, appeles a concourir; c'est surtout donner a quelques

artistes que la foule a deja distingues un exemple pemicieux,

exemple qui, parmi eux, tend malheureusement a faire des pro-

gres, et qu'il est de notre devoir de combattre et d'arreter."

Varnier 1842, p. 135.

28. "Je me suis rappele qu'on avait pu voir a la fois dans l'atelier de

Raphael la Vierge a la chaise, le Portrait de Leon X et le Musicien

du palais Sciarra. La comparaison des portraits executes par

Raphael avec ses tableaux d'histoire est sans contredit ce qui

jette le plus grand jour sur les mysteres de la peinture: la meme

observation s'applique aux trois derniers ouvrages de M. Ingres,

qui font parcourir a la pensee tout le clavier de l'art depuis la

pure realite jusqu'a l'extreme ideal. L'unite du talent, ce qu'on

appelle aujourd'hui \' individualite de l'artiste, ressort de l'exa-

men simultane des trois tableaux. C'est evidemment la meme

lyre; mais l'artiste l'a adaptee tour a tour aux modes les plus

opposes." Lenormant 1842, p. 313.

29. There is a version of 1852, painted for Marcotte (W 268); a ver-

sion of 1854 in tondo format, now at the Musee d'Orsay, Paris

(fig. n); a version of i860 (W 296), in a private collection; and

a version of 1 866 at the Musee Bonnat, Bayonne (W 325).

30. "comme on ferait a son tapissier;" "La pauvre Vierge a I'Hostie . .

.

ensuite livree a une exposition publique dans ce qu'ils appellent la

une Academie des Beaux-Arts . . . exposee . . . vilainement,

accablee de mepris entre deux affreuses croutes et dans une

embrasure de croisee." Quoted in Lapauze 1911a, p. 352.

31. "Nous sommes transportes de la sphere des reves dans le monde

reel, devant la realite dans sa plus complete expression. Il est

bien de n'avoir pas mis cote a cote ces deux ouvrages si opposes;

ce n'est pas trop des quartre ou cinq pas qui les separent pour se

preparer a une aussi brusque transition." Geofroy 1848, p. 447.

32. "deux categories distinctes, presque deux manieres, dans

lesquelles l'art du peintre aux prises, tantot avec le modele et la

nature, tantot avec l'ideale et la tradition, se maintenant tou-

jours a une egale hauter. On trouve precisement, dans les deux

tableaux que M. Ingres vient d'exposer, une expression com-

plete de ce contraste. Sa Venus anadyomene et le portrait de Mme

la baronne de Rothschild sont deux oeuvres capitales, traitees

chacune avec une grande superiorite, mais chacune d'un senti-

ment et d'un faire tout-a-fait a part, ainsi que le demandait la

difference du sujet." Ibid., p. 442.

33. "particulier et etrange"; "un reve de jeunesse realise dans la

puissance de l'age mur, bonheur que peu de gens obtiennent,

artistes ou autres." Ibid.

34. "Il ne nous est rien reste des merveilleux peintres grecs; mais, a

coup sur, si quelque chose peut donner une idee de la peinture

antique telle qu'on la concoit d'apres les statues de Phidias et les

poemes d'Homere, c'est ce tableau de M. Ingres; la Venus

Anadyomene d'Apelle est retrouvee." Gautier, August 2, 1848,

reprinted in Gautier 1880, p. 246.

35. "Tous mes amis en sont enchantes, et le plus ambitieux croient

que j'aurais pu faire encore une meilleure affaire. Quant a moi,

je trouve cela presque trop; mais non, certes, pour le retentisse-

ment qu'a fait ce petit ouvrage dans Paris, car on ne parlait

d'autre chose." Ingres to Calamatta, January 10-28, 1857,

quoted in Lapauze 1911a, p. 498.

36. "Voila douze ans tout a l'heure que le public a ete sevre des

oeuvres du maitre." Anon. 1846, p. 33.

37. "le souverain pontife de l'art moderne, M. Ingres, est celui dont

le talent se trouve plus serieusement represente a l'exposition;

onze de ses meilleurs tableaux excitent au plus haut degre la

curiosite de la foule." Mantz 1846, p. 187.

38. For identifications of the specific pictures, see the Chronology,

p. 552.

39. "on embrasse, . . . d'un coup d'oeil, ses onze ouvrages

inspires chacun par une epoque ou idee absolument differente."

Lenormant 1846, p. 670.

40. "Oui, M. Ingres est le maitre sans egal de notre siecle en fait de

portraits. Dans cette exposition, ou Ton retrouve un assez grand

nombre de ceux de David, de Gerard, de Gros et d'Hersent,

aucun ne surpasse les siens. Plus qu'aucun de ses rivaux, il a le

don de la pensee, la faculte merveilleuse d'eclairer la matiere

des reflets de la vie." Lestelley 1846, p. 258.

41. "Tout au fond de la cour de l'Institut, a droite, un escalier en

bois, jamais frotte, balaye avec distraction, veritable escalier de

savant ou d'homme de genie, vous conduit a un palier dont il ne

faudrait pas trop examiner les recoins. Vous vous trouvez en

face d'une porte numerotee. (Numero 4 [sic]; le hasard a

quelquefois de l'esprit!) Vous sonnez. C'est une servante qui

vient ouvrir. Elle vous precede dans un etroit couloir, et vous

introduit dans un cabinet sans tapis ni tenture. La, vous etes

recu avec cordialite par un homme de petite taille, negligem-

ment vetu; il vous fait asseoir sur un fauteuil en tapisserie,

ouvrage de sa femme, et se met a causer sans pretendre le moins

du monde a une attention particuliere." Stern, January 7, 1842,

quoted in Naef 1977-80, vol. 3 (1979), p. 397; translation

adapted from New York 1995-96 (1998 ed.), p. 83.

42. "Quant a mon Age d'Or, voici le court programme que j'ai

imagine: Un tas de beaux paresseux! J'ai pris, hardiment, l'age

d'or, comme les anciens poetes l'ont imagine. Les hommes de

cette generation n'ont point connu la vieillesse. lis vivraient

longtemps et toujours beaux. Done, point de vieillards. lis etaient

bons, justes et s'aimaient. lis n'avaient d'autre nourriture que les

fruits de la terre et I'eau des fontaines, du lait et du nectar. lis

vecurent ainsi et moururent en s 'endormant; apres, Us devinrent de

bons ge'nies qui avaient soin des hommes. A la verite, Astree les visitait

souvent et leur enseignait a aimer la Justice et a la pratiquer. Et Us

I'aimaient aussi, et Saturne dans le del contemplait leur bonheur.

"Moi done, pour mettre toutes ces bonnes gens en scene, il

me fallait bien un petit brin d'action. Je l'ai trouve dans un

sentiment religieux. lis sont tous reunis dans un preau eleve, sur
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lequel sont une treille et des arbres charges de fruits. Un homme,

acolyte d'un jeune garjon et d'une jeune fille, exprime une noble

priere, tandis que ceux-ci elevent dans leurs bras des fruits et une

coupe de lait qu'ils renversent meme un peu. Derriere cette espece

de pretre, s'agite une danse religieuse executee par des jeunes filles

qui font tourner un jeune garcon maladroit qui joue des flutes et

est ramene a la mesure par la jeune fille qui conduit la danse en

battant des mains. Puis, sont echelonnes des groupes d'amants

heureux, et des families heureuses avec leurs enfants. lis attendent

surement l'heure du repas, autour d'un bassin qu'alimente une

source qui sort au-dessous de l'autel. Cependant, a droite arrive la

majestueuse figure d'Astree, avec ses divines balances. Des

hommes sont groupes autour, et elle leur dit: 'Tant que vous

imiterez la justesse de cet instrument, vous serez heureux.' . . .

Tout cela dans des natures tres variees, a la Raphael. Une jeune

fille couronne de fleurs son amant, d'autres font s'embrasser de

jeunes enfants.

"Voila les principales idees. J'ai en cire une maquette, pour

l'effet des ombres, et compte pres de soixante figures." Ingres to

Gilibert, July 20, 1843, in Boyer d'Agen, pp. 364—66.

43. "un tres grand peintre!" Quoted in Lapauze 1911a, p. 410.

44. The number represents a count made by Henry Lapauze, who

identified some four hundred at Montauban and stated that oth-

ers were burned in the fire that destroyed Gatteaux's house in

1871; ibid., p. 408.

45. For descriptions of Ingres's painting process, see the discussion

in cat. nos. 125 and 133—144.

46. See Scharf 1968 and Hauptman 1977.

47. "Je suis bien encore fache de devoir continuer a faire le

mechant avec vous, mais vraiment, vous n'etes pas raisonnable."

Ingres to Gonse, December 15, 1851, quoted in Lapauze 1911a,

p. 456.

48. "un ideal qui mele dans un adultere agacant la solidite calme de

Raphael avec les recherches de la petite-maitresse." Baudelaire,

"Exposition Universelle— 1855—beaux-arts," in Baudelaire

1975—76, vol. 2 (1976), p. 586.

49. "Depuis quatre mois a Paris, je ne fais qu'amenager et clouer

dans mon nouvel appartement,—toujours avec une chambre

pour l'ami et sa fille,—arranger mes ateliers, etre malade et

essuyer une revolution qui m'a ebranle de fond en comble, sans

parler des pertes pecuniaires qui derangeront ce petit bien-etre

amasse avec tant de peines. ... Si la liberte est tout a l'ordre du

jour, elle n'est pas pour moi, moi, le plus esclave de tous. . . .

Quels projets peut-on, d'ailleurs, faire dans ces moments d'an-

goisse ou Ton vit au jour le jour, au bord du precipice dont la

pente est si rapide, sur le gouffre ou Ton est seulement appuye a

la republique que tout le monde veut, mais que tant d'anges

infernaux feraient rouge quand nous la voudrions, comme

Astree, belle, vierge, noble et pure? Il n'y a que Dieu qui puisse

nous sauver, et nous n'esperons qu'en sa divine Providence."

Ingres to Gilibert, May 1848, in Boyer d'Agen, p. 392.

50. "mais moi, que vais-je devenir! Tout est fini, je n'ai plus elle,

plus de foyer, je suis brise et je ne sais que pleurer de des-

espoir. . . . Mais tout est fini pour moi a jamais, puisque cette

compagne cherie de ma vie n'existe plus." Ingres to Marcotte,

July 28, 1849, quoted in Lapauze 1911a, p. 428, and Ternois

1999, letter no. 62.

51. Both have only recently been published fully and correctly, by

Georges Vigne; see Vigne 1995b, pp. 324-40.

52. "Il y a parmi nous plus d'un peintre capable de concevoir sur

cette donnee quelque chose de seduisant; je ne crois pas qu'il y

en ait un seul en etat de traiter le sujet avec la meme elevation. Il

est done permis d'affirmer que I'Apotheose de Napoleon arrive a

propos pour rappeler aux imaginations egarees l'importance du

style, et non-seulement je nourris la ferme esperance qu'elle

reagira contre les habitudes de notre ecole, mais encore je crois

qu'elle redressera le gout de la foule." Planche 1854, p. 312,

quoted in Lapauze 1911a, p. 472.

53. "Les proportions de son plafond sont tout a faits choquantes: il

n'a pas calcule la perte que la fuite du plafond occasionne aux

figures. Le vide de tout le bas du tableau est insupportable, et ce

grand bleu tout uni dans lequel nagent ces chevaux tout nus

aussi, avec cet empereur nu et ce char qui est en l'air, font l'effet

le plus discordant pour l'esprit comme pour l'oeil. Les figures

des caissons sont les plus faibles qu'il ait faites: la gaucherie

domine toutes les qualites de cet homme. Pretention et

gaucherie, avec une certaine suavite de details qui ont du

charme, malgre ou a cause de leur affectation, voila, je crois, ce qui

en restera pour nos neveux." Delacroix 1932, vol. 2, p. 182,

journal entry for May 10, 1854; translated in Delacroix 1948,

p. 383.

54. "Phidias et les chevaux de fiacre." Vigne 1995b, p. 289.

55. Boyer d'Agen 1909, p. 237.

56. "Me voila . . . l'homme, j'espere, le plus heureux de ce monde . .

.

mais ce qui a droit de toucher mon coeur plus sensiblement

encore, e'est qu'elle seule m'a choisil qu'elle vient les bras

ouverts, malgre mon age et bien moins parfait qu'elle, mais avec

la certitude de tout employer pour faire son bonheur, auquel je

vais consacrer tout le reste de ma vie!" Ingres to Calamatta,

April 13, 1852, quoted in Lapauze 1911a, pp. 461-62.

57. Goncourt 1956, vol. 3, p. 742, journal entry for August n, 1892.

58. "A deux heures et demie, seance a la commission de l'lndustrie.

Discussion sur le reglement concernant l'exposition des ouvrages

faits depuis le commencement du siecle. J'ai combattu avec suc-

ces, aide de Merimee, cette proposition, qui a ete ecartee. Ingres a

ete pitoyable; e'est une cervelle toute de travers; il ne voit qu'un

point. C'est comme dans sa peinture; pas la moindre logique et

point d'imagination." Delacroix 1932, vol. 2, p. 153, journal

entry for March 24, 1854; translated in Delacroix 1948, p. 368.

59. "Pour lui, en dehors de toute coterie, soit amie, soit ennemie, la

posterite commence." Etex 1856, p. 45.

60. "M. Ingres est aujourd'hui arrive a la place ou la posterite le

mettra, a cote des grands maitres du seizieme siecle, dont il

semble, apres trois cents ans, avoir recueilli l'ame." Gautier

1855, pp. 142-43.

61. "il est impossible de citer le nom de M. Ingres sans que celui de

M. Eugene Delacroix ne vienne immediatement a l'esprit."

Nibelle 1855, p. 147, quoted in Shelton 1997, p. 494.

62. "Ah! si M. Delacroix pouvait etre M. Ingres, si M. Ingres pou-

vait etre M. Delacroix. / Mais M. Delacroix n'est pas M. Ingres

et M. Ingres n'est pas M. Delacroix." Fremy, October 23, 1855,

quoted in Mainardi 1987, p. 73.

63. "Comme on sent le soufre ici." Quoted in Enault, May 25, 1855,

and Shelton 1997, p. 482.
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64. "J 'ai vu l'exposition d'Ingres. Le ridicule, dans cette exhibition,

domine a un grand degre; c'est l'expression complete d'une

incomplete intelligence; l'effort et la pretention sont partout; il

ne s'y trouve pas une etincelle de narurel." Delacroix 1932, vol. 2,

p. 327, journal entry for May 15, 1855; translated in Delacroix

1948, p. 462.

65. "Celle d'Ingres m'a paru autre que la premiere fois, et je lui sais

gre de beaucoup de qualites." Delacroix 1932, vol. 2, p. 331,

journal entry for June 1, 1855; translated in Delacroix 1948, p. 465.

66. "moi, peintre de haute histoire, je suis sur le meme rang que

l'apotre du laid." Ingres to an unnamed correspondent, quoted

in Blanc 1870, p. 183.

67. "Ingres ... a ecrit pour refuser la medaille, outrage profonde-

ment d'arriver apres Vernet, et encore plus, a ce que m'ont dit

plusieurs personnes, non suspectes en ceci, de l'insolence du

jury special de peinture, qui l'avait place sur la meme ligne que

moi, dans l'operation preparatoire." Delacroix 1932, vol. 2, p. 409,

journal entry for November 5, 1855; translated in Delacroix

1948, p. 499.

68. "L'Empereur vient de me nommer grand officier de la legion

d'honneur! Vous sentez done je ne puis mieux faire que de

Taller recevoir de ses augustes mains." Ingres to Magimel,

quoted in Ternois 1989, letter no. 21.

69. "Autour de M. Ingres, dont l'enseignement a je ne sais quelle

austerite fanatisante, se sont groupes quelques hommes dont les

plus connus sont MM. FLANDRIN, LEHMANN et AMAURY-
DUVAL. Mais quelle distance immense du maitre aux eleves!

M. Ingres est encore seul de son ecole. Sa methode est le resultat

de sa nature, et, quelque bizarre et obstinee qu'elle soit, elle est

franche, et pour ainsi dire involontaire. Amoureux passionne de

l'antique et de son modele, respectueux serviteur de la nature, il

fait des portraits qui rivalisent avec les meilleures sculptures

romaines. Ces messieurs ont traduit en systeme, froidement, de

parti pris, pedantesquement, la partie deplaisante et impopulaire

de son genie; car ce qui les distingue avant tout, c'est la pedan-

terie." Baudelaire, "Salon de 1846," in Baudelaire 1975-76, vol. 2

(1976), P- 460.

70. "Tous les jeunes gens de cette ecole d'Ingres ont quelque chose

de pedant. Il semble qu'il y ait deja un tres grand merite de leur

part a s'etre range du parti de la peinture serieuse: c'est un des

mots du parti. Je disais a Demay qu'une foule de gens de talent

n'avaient rien fait qui vaille, a cause de cette foule de partis pris

qu'on s'impose ou que le prejuge du moment vous impose."

Delacroix 1932, vol. 1, p. 184, journal entry for February 9,

1847; translated in Delacroix 1948, p. 144.

71. "Autorites : la perte pour les grands talents et la presque totalite

du talent pour les mediocres. Elles sont les lisieres qui aident

tout le monde a marcher, quand on entre dans la carriere, mais

elles laissent a presque tout le monde des marques ineffacables."

Delacroix 1932, vol. 2, p. 83, journal entry for October 10, 1853;

translated in Delacroix 1948, p. 326.

72. "a feconder par l'imitation pure et simple de ses precedes cette

foule de suivants depourvus d'idees propres." Delacroix 1932,

vol. 2, p. 342, journal entry for June 17, 1855; translated in

Delacroix 1948, p. 470.

73. "une certaine grace qui rappelle celle de Raphael; mais on sent

bien, chez ce dernier, que tout cela sort de lui et n'est pas cher-

che." Delacroix 1932, vol. 3, p. 196, journal entry for May 26,

1858; translated in Delacroix 1948, p. 630.

74. "a ce gout mele d'antique et de raphaelisme batard qui est celui

d'Ingres et de ceux qui le suivent." Delacroix 1932, vol. 3, p. 310,

journal entry for November 25, i860; translated in Delacroix

1948, p. 689.

75. "Aujourd'hui, je veux rompre avec mon siecle, tant je le trouve

ignorant, stupide et brutal." Ingres to Magimel, August 30,

1856, quoted in Lapauze 1911a, p. 500.

76. Delacroix cites an obstinate indisposition for preventing the

visit, "even though habit and etiquette imperiously demand it"

("ainsi que l'usage et les convenances l'exigent imperieuse-

ment"). Quoted in Benin 1998, p. 27, LR.41; see also LR.137.

77.
"
j'ai trouve Ingres chez Haro, qui a ete tres cordial et tres bien."

Delacroix 1932, vol. 3, p. 106; translated in Delacroix 1948, p. 590.

78. "un artiste dont, au reste, je reconnais le talent, le caractere

honorable et l'esprit distingue, des doctrines et des tendances que

je crois dangereuses et que je dois repousser." Ingres to Robert-

Fleury, February 18, 1857, quoted in Lapauze 1911a, p. 500,

mistakenly dated to 1851 [ee].

79. "L'avenir saura juger severement cet assassin!" Quoted in

Amaury-Duval 1924, p. 223. Here I follow Mainardi's excellent

analysis of art policy under the Second Empire; see Mainardi

1987, pp. 123-27.

80. Eric Bertin has recently found a letter, dated September 6, 1863,

from Hippolyte Flandrin to Ingres, in which Flandrin conveys

his dismay at this decision; Bertin 1998, p. 28, LR.51.

81. "L'Empereur a voulu, de lui-meme, proclamer et prononcer

mon nom; il a bien voulu verser des fleurs honorables sur la

vieillesse de mes derniers jours." Ingres to Cambon, June 4,

1862, in Boyer d'Agen 1909, p. 448.

82. "je suis encore plus artiste que jamais." Ibid.

83. "Nous passons, avant diner, a l'exposition du boulevard des

Italiens, voir le dernier tableau de M. Ingres. . . . Voila peut-etre

l'homme qui a le plus trompe Dieu, depuis que le monde existe:

il etait ne pour etre peintre comme Newton etait ne pour etre

chansonnier! Il a tout ce que la volonte peut donner de talent et

tout ce que la patience peut donner de genie,—e'est-a-dire

point de genie et un talent de sixieme ordre. . . . Il n'y a pas un

morceau de peint dans cette grande toile." Goncourt 1956, vol. 1,

p. 1071, journal entry for May 4, 1862.

84. These visual quotations were noted by Robert Rosenblum in

Rosenblum 1967a, p. 172.

85. "grande vierge a l'hostie et deux anges." Reproduced in Vigne

1995b, p. 329.

86. "L'exposition de l'Ecole des Beaux-Arts est plus qu'un evene-

ment: c'est une revelation, car parmi ces toiles, arrivees des qua-

tre coins de la France, il y a des pages inconnues de la masse,

des toiles de la premiere maniere qui sont tout simplement

superbes et d'autres, fort connues du public, qui sont tout sim-

plement insensees." Wolff 1867.

87. "sa presence parmi nous etait une garantie, sa vie une sauvegarde.

Champion muet des principes du Beau, il n'enseignait plus, il ne

prechait pas, il n'ecrivait pas, il avait cesse d'exposer. Mais il vivait,

et e'etait assez pour imposer le respect, pour ralentir le torrent,

pour conjurer bien des tempetes. Sa mort brise le dernier lien de

pudeur qui retenait Tanarchie." Lagrange 1867a, p. 206.
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120. Studyfor "Luigi Cherubini"

(seep. 385)

Fig. 221. Cherulini and the Muse ofLyric Poetry,

1842 (W 236). Oil on canvas, 41^ x 37 in.

(105. 1 x 94 cm). Musee du Louvre, Paris

This canvas is the third of three that

Ingres prepared to portray the illustrious

composer Luigi Cherubini (1760-1842),

who by the 1830s was considered a living

monument in Europe. Painted in Rome in

the winter of 1840-41 and possibly given

its final touches in Paris the following

spring, it was based on Ingres's first portrait

of Cherubini, itself begun in Paris before

his departure in 1834 and later transformed

by the artist into a more ambitious com-

position (fig. 221). Like nearly all of the

artist's projects, Cherubini's portrait

required a long gestation, and, as a result,

the chronology of the related works has

been much disputed and confused.

However, the recent rediscovery ofsome

letters to Ingres from Cherubini and the

Florentine sculptor Lorenzo Bartolini, as

well as an early account by Cherubini's

student and close friend Fromental Halevy,

can now be used to advance a probable

scenario based on the available information.
1

By 1834 Ingres, in Paris, had evidently

begun a small portrait of Cherubini, a can-

vas that is no longer extant in its original

form. In the list of his works that he began

to compile about 1847, Ingres referred to

this painting as "tete [head] de cherubini."
2

Halevy's article, published in July 1841

and ignored by art historians until Hans

Naef republished it in 1979, called it an

"ebauche" (oil sketch). 3 By early 1835

Ingres, in Rome, had asked for the canvas

to be sent to him for modification. Cherubini

wrote to the artist on February 2 to inquire
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Fig. 222. Bartolini's bust of Cherubini, detail of"

Lorenzo Bartoiini, 1820 (fig. 135)

whether it had arrived and to express his

anticipated pleasure: "I am delighted that

your brushes are taking care of old

Cherubini." 4 Almost two years later, Ingres

asked Bartolini to lend him a sculpted head

of Cherubini, perhaps the bust that appears

in Ingres's portrait of the sculptor (fig. 222).'

Yet, by 1838 Ingres had still not finished

his revisions, and it is by no means certain

that he had even begun. On February 20,

he wrote Alexis-Rene Le Go, the secretary

at the Academie de France in Rome, to ask

him to deliver his apologies to Cherubini:

"I beg you to place me at the feet of the

great master Cherubini with all the esteem

and deep devotion that I have for him,

feelings that have been soiled by the

blackest negligence, which I am going to

try to repair if it is possible."
6

By spring 1840 Ingres had begun to

transform the conventional portrait into

a remarkable allegory inspired by

Poussin's Self-Ponrait (fig. 10). The pen-

sioner Charles Poran, who saw the work

in Ingres's studio, described it in a letter of

March 23 as "the portrait of Cherubini in

front of a Muse who, standing behind him,

extends her hand over his head. . . . He

has made an apotheosis. The head had

been painted in France five years ago."
7

The last observation explains the compos-

ite nature of Ingres's finished painting

(fig. 221), now at the Louvre: a rectangle

of canvas on which the composer's head

appears has been sewn into the canvas on

which the rest of the composition, includ-

ing Terpsichore, the Muse of Choral Song

and Dance, was painted.
8
Ingres had cut

this rectangle out of the original portrait

sent to him in Rome, effectively destroy-

ing it. Technical studies have determined

that the Louvre painting was originally

inscribed "Paris 1834 Rome 1841,"

further evidence that the first portrait of

Cherubini is embedded in the second. 9

Work progressed sufficiently on the

new allegorical portrait to enable Ingres

to write his friend the painter Edouard

Gatteaux on September 5, 1840, "I will

bring with me to Paris the completed

portrait of Cherubini, on which I base

my hope to succeed."
10

Ingres's student

Raymond Baize noted progress on the

picture in a letter of October 1840." On
November 5, the artist wrote Cherubini

about the painting, but unfortunately the

contents of that letter are not known.
12 To

ensure completion, Ingres had enlisted his

German-born pupil Henri Lehmann to

paint certain passages, for which Ingres

supplied the working drawings. Although

Lehmann was sworn to secrecy, he could

not help but reveal the commission to

his confidant, Marie d'Agoult, in a letter

of October 24: "I am also working for

M. Ingres, which you must not repeat,

since he intends to pass offwhat I am doing

for him as his own work, after touching it

up, of course.'" 3 Charles Blanc reported

in 1870 that "Cherubini's hands, in the

absence of the model, were painted by

Lehmann after those of Gounod, then a

pensioner at the Academie de France in

Rome.'" 4 Time has revealed the collabora-

tion most cruelly, since additives used in

the oil paints—perhaps to slow the drying

process so that Ingres could rework cer-

tain passages—have since produced dis-

figuring cracks. In 1985 Helene Toussaint

and Charles de Coue'ssin attributed the

entire painting, with the exception of

Cherubini's head, to Lehmann.
1

' This is

not certain, however, since the Muse had

already been painted by spring 1840 and

Lehmann did not mention working for

Ingres until the end of that year. It is pos-

sible that Ingres had secured another, still

anonymous, collaborator before soliciting

Lehmann's help.

Sometime before returning to Paris in

May 1841, Ingres had this version of the

portrait, without the Muse, prepared. It is

dated 1841,8 year earlier than the final

date inscribed on the allegory. Since Ingres

had high hopes for the allegorical portrait,

probably anticipating a sale to the state,

and since he must have felt obliged to pro-

vide a portrait to Cherubini, who had

posed for him more than six years earlier,

this copy was most probably made to be

given to the composer. Very skillfully

and economically executed, it may well

have been painted by Lehmann and only

retouched by Ingres, although Ingres

included it, as a "Copie," in his list of his

own works executed in Rome.'
6 A squared

drawing of Cherubini's head now at the

Musee Ingres (fig. 223) was probably used

to create this work, and it may also have

been employed by Hippolyte Flandrin in

1845 for his bust-length version for the new

museum of French history at Versailles.'
7

There are no documents to illuminate

the circumstances under which the original

1834 portrait of Cherubini was made, and

thus it is not known why Ingres chose to

embark on it; there are, however, several

drawings that seem to relate to the early

portrait. One splendid sheet (cat. no. 120),

given by Ingres in 1835 to a student at the

Academie de France in Rome, bears all the

marks of a drawing from life and thus must

have been made in Paris before Ingres's

departure. A fine drawing at Bayonne

(fig. 224) also seems to belong to Ingres's

earliest efforts. On the other hand, most of

the relevant drawings now at the Musee

Ingres were probably executed about

1840-41, in preparation for the allegorical

portrait. In 1855 the photographer Nadar,

who disliked Ingres's art, quipped that

the painter had required ninety sittings by

Cherubini to produce the likeness—

a

canard that was no doubt repeated in the

studios of Paris.
18

It is unlikely that
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Fig. 223. Studyfor "Luigi Cherubini" ca. 1840—41.

Graphite on paper, w 1/ x 10 in. (25.8 x 25.4 cm).

Musee Ingres, Montauban (867.223)

Cherubini could have posed so many

times in 1834, nor was he available for sit-

tings later in Rome. Yet little did Nadar

know that Ingres had actually required

nine years, Bartolini's sculpture, the assis-

tance of Lehmann, and the compliance of

friends such as Gounod in order to com-

plete the portrait.

A little copy made by Isidore Pils of

the allegorical portrait as it appeared in

1841 in Ingres's studio in Rome (fig. 225)

shows the painting prior to its final modi-

fication in Paris. The most significant

change undertaken in Paris was to repaint

Cherubini's overcoat from yellow to

black. Since technical studies have not yet

been made of the present work, it cannot

be determined whether it was completed

before or after the allegorical painting was

given its final touches. Both paintings do,

however, represent the figure of Cherubini

in essentially the same way, except that he

does not have a baton in his left hand here.

Instead of the neo-Pompeian decor that

Ingres provided for the portrait with the

Muse, a more intimate setting was adopted

for this portrait, destined for Cherubini's

house. The great composer is shown in a

study, about to transcribe some music on

an empty sheet; three bound scores of his

most famous operas

—

Medee, Ali Baba,

and Les DeuxJournees—stand on the writ-

ing table beside him. (The chair in which

he sits was eventually painted out of the

allegorical portrait.) Clearly posing for a

portrait, he addresses the viewer in a man-

ner that is both alert and indifferent

—

conscious that he is being observed but

more interested in the melody he is about

to jot down.

Ingres revealed the allegorical portrait

to Cherubini in a private showing in his

studio on the quai Voltaire soon after his

return to Paris on May 6, 1841; Halevy's

account of the event was published on July

25.
19 Out of modesty, Ingres absented

himself, and only Madame Ingres was

present. Equally modest, Cherubini said

nothing, provoking panic.
20
According to

a different account given by one of the

composer's biographers, Cherubini told

his family that it was not Ingres's place to

decide where and when the accolade of the

Muses would be granted; Halevy was said

to have brought Ingres's note of apology

to the composer.
21
But Cherubini's change

of heart was signaled by the delivery of a
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Fig. 224. Studyfor "Luigi Cherubim, "ca. 1833—34.
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Musee Bonnat, Bayonne

cantata for three voices that he composed

in Ingres's honor, "O Ingres amabile,

pittor chiarissimo" ("O beloved Ingres,

dearest painter").
22 The composer also

organized a private concert for Ingres that

summer, described in detail by Halevy.

It would be one of his last: Cherubini died

on March 15, 1842. Ingres learned of it

on the way to a musical dinner organized

at the house of his friend the architect

Jacques-Ignace Hittorf, and he sobbed

through the night.
23

When Ingres exhibited the allegorical

painting in his studio, Lehmann's friend

Marie d'Agoult published an extravagant

notice under her pen name, Daniel Stern:

The head of this eminent musician is per-

haps the most beautiful portrait to come

from the brush of M. Ingres. We see that

it pleased him to reproduce these squint-

ing Homeric eyebrows, this forehead on

which [the physiognomist] Lavater would

have recognized the three vertical creases

as a certain sign of a noble character. He

was not afraid to place in full light, with-

out hiding anything, this old age in repose,

giving it an august appearance. As he did

in the portraits of M. Bertin and the comte

de Mole, he took marvelous advantage of

the rough and stiff material of which mod-

ern clothing is made. Retaining simple

and even correctly bourgeois style, he

succeeded in producing large folds, nearly

Roman in their fullness, in the fabric of

the overcoat. He finally resolved one of

the greatest problems facing art: to enno-

ble the commonplace while reproducing it

with exactitude.
24

On February 19, 1842, the artist invited

members of the Academie to view the

work, which was later joined in the studio

by the portrait of the due d'Orleans (cat.

no. 121) and The Virgin with the Host

(fig. 200). On that occasion, the critic

Theophile Thore wrote, "The Portrait of

Cherubini seems to me to be the supreme

effort of M. Ingres's talent. The face of the

illustrious composer is imprinted with the

highest character. ... It has been rightly

said that he seems to hear some harmony

within himself."
2

' Charles Lenormant's

sensitive appreciation in L 'Artiste noted

that "a profound feeling of sadness is

imprinted on this long-awaited apotheosis

of a great genius. ... In the face of

Cherubini, M. Ingres conceals neither age

nor weakness; the clothing is of a simplic-

ity that approaches naive truthfulness."
26

It was this honesty that appealed to the

Goncourts, who, although they disliked

Ingres's style, preferred his male portraits

to his female ones: "Monsieur Ingres has

Fig. 225. Isidore Pils (1823-1875), after Ingres.

Allegorical Portrait ofCherubini, 1841. Oil on

canvas, 76V x 45
1
,/ in. (195 x 115 cm). Private

collection

been more successful in reproducing

men's faces, [which are] less morbid, less

reworked, and [have] a less fleeting

expression than women's faces." The por-

traits of Bertin and Cherubini, they added,

"would be two handsome portraits if the

liveliness of the flesh were not frozen by

this deplorable porcelain-like painting,

hostile to all animating color."
27

Ingres immodestly confided to his friend

Jean-Francois Gilibert, "You should know

that everyone who cares about art is talk-

ing about my portrait of Cherubini and the

Muse. It seems that it will not cede ground

to any other work."
28

Later in the year he

reported on the enthusiasm of King Louis-

Philippe: "The king keeps honoring me

with great distinctions, on every occasion.

I presented my Cherubini to him at the

Louvre; he praised it in very flattering

terms in front of everyone."
2
' The alle-

gorical portrait was bought from Ingres by

the state for 8,000 francs in August 1842

and deposited at the Musee de Luxembourg

in Paris. Some scholars have suggested

that the purchase was made in recogni-

tion of the patronage of the young due

d'Orleans, whose portrait Ingres had just

completed (cat. no. 121).
30

Cherubini and

the Muse ofLyric Poetry, then one of only

two paintings by Ingres on display

in a public museum, quickly became

emblematic of Ingres's art. The rhetoric

applied to Ingres in general was often

appended to this painting in particular, as,

for example, when Ingres was shown

painting Cherubini in a satirical cartoon

published in Le Charivari in May 1842

entitled "Ingres or Raphael II" (fig. 338).

Little about the portrait of Cherubini

would today strike the viewer as Raphael-

esque, yet, when Baudelaire discussed

Ingres's portraits in 1846, he evaluated the

work in comparison to Raphael: "In a cer-

tain sense, M. Ingres draws better than

Raphael, the popular king of the drafts-

men." 3 ' In his display at the Exposition

Universelle of 1855, Ingres gave the alle-

gorical portrait a place ofhonor at the cen-

ter of a wall and had it hung as a pendant

to the portrait of M. Bertin (see fig. 301).

The composer Ingres depicted was

widely considered the most important musi-

cian alive, though he was not particularly

382 CATALOGUE



M

Fig. 226. Jean-Baptiste Isabey (1767—

1855). Caricature of Cherubini, ca. 1810.

Location unknown

the most popular. Largely ignored today,

in the 1830s he was thought to be a living

link to the great geniuses of the previous

generation, Mozart and Beethoven. Ingres,

who was himself a talented musician,

wrote to a friend in 1830, "Imagine my

happiness: I have never been more deliri-

ous than for the divine music of Mozart,

Cherubini, Gluck, Haydn. One could say

that these masterpieces become ever

younger and redouble in their beauty."
32

In France, Cherubini ceded supremacy

only to Mozart, with whom he was often

compared; in 1817 Beethoven called him

the greatest living composer. A Florentine,

he moved in 1784 to London, then in 1788

to Paris, where he quickly rose to promi-

nence. At the turn of the century he found

commercial success with his work for the

theater, conducting and writing operas,

most notably Mede'e (1797) and Les Deux

Journees (1800). Napoleon, however, par-

ticularly disliked his music, complaining

that it was too complicated. (Indeed,

Cherubini's mature music could be charac-

terized as similar to that of Beethoven but

somewhat noisier, with much more per-

cussion and shorter melodic lines.) As a

result, Cherubini did not win official recog-

nition in France until after the Bourbon

Restoration. He was made director of the

Conservatoire National Superieur de

Musique in 1822 and retained the post

until one month before his death in 1842,

enjoying many commissions from the

crown and the church. Despite his success,

he was, according to one who knew him,

extremely highly-strung, abrupt, irritable,

completely independent, his first reactions

were nearly always unfavourable. He

quickly regained his natural disposition,

which was excellent, and which he tried to

conceal under the most forbidding exte-

rior. So, despite his unevenness of temper

(some maintained that his temper was

very even, because he was always angry),

he was worshipped by those who were

close to him. The veneration of his pupils

approached fanaticism."

In 1841 Cherubini was made a commander

in the Legion of Honor, the first musician

ever to be given that accolade.

Cherubini's features were not well

known, and Ingres's portrait immediately

superseded the generic lithographic por-

traits of the composer. It was reproduced

ad infinitum, preserving an austere image

of the elderly composer that was far from

that of the young musician found in an

informal caricature by Jean-Baptiste

Isabey (fig. 226). The renowned composer

was in many ways the musical equivalent

of Ingres, and Ingres's picture can easily

be viewed as a kind of self-portrait by pro-

jection. As Theophile Silvestre wrote,

"These two artists, two sour egos, under-

stand each other perfectly." 34 An Italian

who made his career in Paris, Cherubini

was always a foreigner there—as was

Ingres, who never lost his strong southern

accent and poor spelling. Both were strong-

willed and irritable. Both clung stubbornly

to what they perceived to be the classical

tradition, despite the shift of taste toward

Romanticism. Both climbed the ladder of

arts administration in France, reaching the

highest rungs, showered with honors, yet

criticized by insolent critics and young

artists who considered their work outdated.

It is not known when Ingres met

Cherubini, but they may have been intro-

duced by their friend in common, Bartolini,

whose bust of the composer (fig. 222) was

consulted by Ingres in Rome. Cherubini, a

talented amateur, studied painting in Paris

in the 1820s, and one of his biographers

has suggested that he took instruction

from Ingres, 35 an unlikely possibility that

cannot be verified. The two seem to have

been acquainted by 1826, when Cherubini's

Coronation Mass was sung at the cathedral

of Montauban to celebrate the installation

of Ingres's altarpiece, The Vow ofLouis XIII

(fig. 146). Three years later, Cherubini

sent Ingres tickets for an Easter perfor-

mance of the same mass.
36

In his article of

1841 Halevy suggested that the composer

and the painter had known each other for

years by the time Ingres began his portrait

in 1834: "For a long time a reciprocal

friendship and admiration united these two

great artists." He also recorded that the

completed portrait ultimately gave great

pleasure to Cherubini: "In what more

touching fashion could Cherubini bear

witness to his gratitude to the painter who

is going to transmit to posterity a faithful

and poetic image of his appearance, his

physignomy, than to allow him to hear a

choice of the most beautiful passages of

the quartets written in his [Ingres's]

absence?" Thus, Cherubini arranged for

the private concert, which was evidently a

highly emotional event:

Finally, what cannot be described, and

what imparted to this intimate celebration

something sublime and religious, was the

manifestation of the general feeling that

could be seen in each eye, each face.

Seeing the venerable and noble figure of

Cherubini listening to his work, and the

enthusiasm of his friend, savoring the

infinite pleasure that comes from such

high inspiration and perfect execution, one

could experience a redoubling of passion

and respect for art.
37

There can be no doubt about Ingres's

reverence for the composer. He once

bragged in a letter to a friend, "The great

Cherubini just wrote me a letter so good

and so honorable that my feelings have

been excited to the utmost; because, imag-

ine if a Mozart were writing to you!" 38

He also signed a lithographic reproduction

of the allegorical portrait with the words

"Notre grand maitre, et a ma gloire,

mon illustre ami" ("Our great master,

and to my glory, my illustrious friend").

Finally, although the painter could not

have known it in 1841, his second wife,

Delphine Ramel, whom he would marry

in 1852, would be a cousin of the wife of

Cherubini's son Salvador.
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Fig. 227. Robert Bingham (1825— 1870). The

composer Fromental Halevy (1799— 1862)

admiring the portrait of Cherubini by Ingres.

Photograph, ca. i860. Cabinet des Estampes et

de la Photographie, Bibliotheque Nationale de

France, Paris

Some twenty years after Cherubini's

death, Halevy had himself portrayed by

the photographer Robert J. Bingham as

he stood admiring the portrait, now in

Cincinnati but then in the possession of

Cherubini's family (fig. 227). At some

point later in the century, the family sold

the portrait, and it was ultimately acquired

by Louisine and H. O. Havemeyer, the

New York collectors who assembled the

greatest collection of French paintings

in the United States. Although most of their

collection was purchased through the

Durand-Ruel gallery, this work was not;

no account of the transaction can be found.

For reasons unknown, Mrs. Havemeyer

consigned it for sale in 1909. After passing

through several galleries, it was acquired by

the Ohio collector Mrs. Thomas
J. Emery,

who bequeathed it to the Cincinnati Art

Museum in 1927. g.t.
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Thanks to the prestige of the sitter, a dash-

ing young prince who was heir to the

throne of France, a great deal is known

about the commission and execution of

this portrait. Although the painting met

with immediate success upon its exhibition

in Ingres's studio in early 1842, the acci-

dental death of the duke in July of that

year, two months after the canvas was

delivered, elevated the likeness into a

veritable relic, ofwhich dozens of copies

were made, first by Ingres (cat. no. 122,

fig. 228), then by his students, and later by

any number of artists.

Ingres's first encounter with Ferdinand-

Philippe came in 1833, when, on the eve

of the painter's departure for Rome, the

twenty-three-year-old prince and his wife,

Helene, grand duchess of Mecklenburg-

Schwerin, commissioned Antiochus and

Stratonice (fig. 194) from him. Six years

passed before Ingres completed the paint-

ing, but the duke was ecstatic with the

result once it arrived in Paris in May 1840.

(Ferdinand-Philippe had in the meantime

arranged, in 1839, to buy Ingres's Oedipus

and the Sphinx [fig. 82]). Ingres, still in

Rome, nervously awaited word of the

duke's reaction, and the good news was

first communicated to him by his friend

the painter Edouard Gatteaux, who had

made all the arrangements for delivering

the painting to Paris. The duke later wrote

personally to the artist "to express my
admiration for a work so complete, and

my joy to have before my eyes a picture of

which the French school will be so justly

proud."
1

Ferdinand-Philippe had also

resolved to commission his portrait. This

was bad news for Ingres: his anxiety over

Stratonice so recently put to rest, he imme-

diately began to complain about the new

obligation. "Between us . . . despite all

the honor I feel over the prince's desire

to be painted by no one other than myself,

it is still a matter of doing another por-

trait! You know how far removed I am
at present from this genre of painting;

but in the end I will do everything for his

gracious person."
2

Ingres returned to Paris in May 1841 to

find himself inundated with requests for

portraits. In October he wrote to his friend

Jean-Francois Gilibert:

Since I painted the portraits of Bertin and

de Mole, everyone wants one. There are

six that I have refused or evaded, because

I cannot stand them anymore. And it is

not to paint portraits that I returned to

Paris. I must paint at Dampierre and the

Chambre des Pairs [Throne Room at the

Palais du Luxembourg]. However, I had

to agree to paint the due d'Orleans, this

prince, my kind patron, to whom I could

never refuse anything. I cannot tell you

how the king and all the royal family

have honored me. If you could come

close to them and know them, you

would adore them. 3

TheJournal des artistes reported on Novem-

ber 21, 1841, that Ingres had begun work.

By December, Ingres could report, "I

have already had seven sessions with the

due d'Orleans; he is charming."4 Indeed,

the duke was known for his charm, his fine

classical education, his knowledge of the

arts, and his liberal political views.

Preparatory drawings at the Musee

Ingres and elsewhere show that Ingres

quickly seized the essence of the portrait. 5

The duke, who had distinguished himself

in military campaigns in Flanders and in

North Africa, would be dressed in the uni-

form of an army lieutenant general, wear-

ing his decorations and sword and holding

his bicorne, yet he would be shown in a

civilian setting, standing in his salon at the

Palais des Tuileries. He would thus appear

rather like the handsome military hero

Eugene Lami had depicted in a portrait of

1832 (fig. 229). As usual, Ingres found

fault with a detail of the sitter's costume

and asked the duke to replace his brass

buttons with fabric ones. "That, Monsieur

Ingres, is absolutely impossible," replied

the duke, who later laughed at the artist's

ignorance of military regulations.
6

Initially Ingres explored a relaxed pose in

which the duke dangled his hat at his side

(figs. 230, 231); in 1843 Franz Xaver
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Fig. 228. Ferdinand-Philippe, Due d'Orle'ans,

1843 (W 242). Oil on canvas, 61V
R
x 47 '/ in.

(156 x 120 cm). Musee National du Chateau,

Versailles

Winterhalter was to adopt a similar stance

for his portrait of the duke (fig. 233).

Ingres soon recognized, however, that by

resting the hat in the crook of the duke's

arm, he could give the young officer a

regal air (fig. 232). The definitive pose was

in fact closely modeled on that of Ingres's

portrait of the comte de Pastoret (cat.

no. 98)': the right hand is brought to the

waist, the left to the sword at the hip, with

the elbow akimbo. In both pictures the

figure is bisected by the arrangement of

the background, with painted dado below

and upholstered silk above. The differ-

ences between the two works, however,

are even more telling than their similari-

ties. Although Pastoret's direct gaze (and

legs cropped at the upper thigh) bring him

closer to the picture plane and hence make

him more accessible to the viewer, his left

shoulder acts as an impediment to our

access, producing a sense of hauteur; in

contrast, the open alignment of the duke's

shoulders and hips creates accessibility for

us, his subjects, while his dreamy gaze

(and legs cropped just above the knees)

provides the inviolable distance requisite

to a royal personage.

Ingres subtly underscored Ferdinand-

Philippe's royal stature with other details.

The table draped with velvet is empty but

ready to assume the regalia of the realm.
8

Fig. 229. Dupont, after Eugene Lami (1800-

1890). Due d'Orle'ans, 1832. Engraving.

Cabinet des Estampes et de la Photographie,

Bibliotheque Nationale de France, Paris

(Despite France's tumultuous history dur-

ing the previous fifty years, in 184 1 it was

widely assumed that the duke would

accede to his father's throne.) More fasci-

nating is the message conveyed by the silk

wall hangings. Only intimates of the court

would have recognized the antique crim-

son silk, woven with gold and silver

threads, that the duke had selected from

the reserves of the royal garde-meuble

(storerooms) to be installed in his salon on

the ground floor of the Pavilion de Marsan

at the Palais des Tuileries (until 1830 the

salon of his cousin the duchesse de Berry).

The silks had been woven in Lyons, and

some thirty panels of the fabric were deliv-

ered to Versailles on April 24, 1692, for

presentation to Louis XIV. In 1705 and

again in 1723 six panels were installed in

the bed alcove of the chambre du rot, the

epicenter of the suite of royal apartments

created for the Sun King at Versailles.

Thirteen panels remained unused, miracu-

lously escaping sale or destruction during

the Revolution. When Ferdinand-Philippe

selected them in 1832 to refurbish his new

quarters, he must have been conscious of

their association with Louis XIV. He could

not have been ignorant of their beauty; in

a 1796 inventory they were called "truly

masterpieces of the art" ("vraiment des

chefs-d'oeuvre de l'art"). For the same

room he chose other superlative examples

of French decorative arts, all with royal

provenance—from Louis XV's famous

"bureau a cylindre" (now at Versailles) to

the Fontanieu table (now at the Petit

Trianon). To reproduce the pattern of the

silks accurately, Ingres had an assistant

prepare a drawing that was squared for

transfer.9 The panels were destroyed dur-

ing the burning of the Tuileries in 1870,

but when new hangings were woven for

the chambre du roi at Versailles a century

later, Ingres's portrait was consulted as

documentary evidence.
10

The actual painting of the canvas must

have proceeded quickly, because Ingres

displayed it in his studio in the spring of

1842 alongside the allegorical portrait of

Cherubini (fig. 221) and The Virgin with

the Host (fig. 200). The reaction of the

paying public and press was largely enthu-

siastic and fell along predictable lines.

Those already in Ingres's camp admired it;

those who were not found reason to fault it.

The republican Theophile Thore, hostile

to the royal family and to the artist, called

the figure of the duke "effeminate" and

mocked his elongated chin, "soft gaze,"

and "beautiful soft blond hair, curled with

care and apparently coming from the fingers

of a capable coiffeur."" On the other

hand, the comtesse d'Armaille praised

Ingres's duke as "tall, well built, elegantly

and nobly turned out, his face long and

nicely colored, with an agreeable and dis-

tinguished physiognomy," while Madame

d'Agoult found in his blond hair and blue

eyes "the air of a young English gentle-

man rather than that of a French prince.'"
2

Charles Lenormant, a conservative critic

and an enthusiastic supporter of Ingres,

wrote an extravagant elegy in L 'Artiste:

Public ceremonies are becoming more and

more rare: the man of our time is lost in

borrowed pomp. M. Ingres preferred to

show us Msgr. the due d'Orleans in his

everyday life and in the serious exercise of

his profession, dressed in the uniform of a

lieutenant general. ... All the nuances of

the moral conception of the portrait are

supported and nourished by an imitation

of nature that is faithful and full of charm.

Never has unity of complexion been

better captured; never has the brush
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reproduced with more intelligence and

suppleness the delicacy of forms and the

purity of lines; the modeling of the fore-

head surpasses everything.

In the careers of artists there comes a

day ofblossoming when the whole talent

flowers. Seeing the portrait of Msgr. the

due d'Orleans, everyone will say that

M. Ingres is flourishing again. He was

never more capable or sure of himself,

never more youthful. Only the sight of it

will convey the idea of the spontaneity, of

the confidence that reigns in this work.

Everything in it is conducted with a har-

mony, an equilibrium of means, of which

there is no comparison. The distribution

of light and shade joins a rigorous obser-

vation to an incomparable suavity, and the

total effect arrives at that degree of magic

in which the observer loses track of the

methods employed by the painter. I do

not know of a work in which the enamel,

the metals, and the ribbons have greater

merit and splendor.' 3

Almost every critic, whether positive

or negative, commented on the verisimili-

tude of the details in the portrait. Ingres's

skill in reproducing textures, especially near

the foreground of his pictures, is almost

hypnotic. It invites minute observation.

Helene Toussaint, for example, recently

noticed that the duke's Legion of Honor

medal is turned to show the crossed flags on

the verso rather than the profile ofHenry IV

on the recto. She interpreted this detail as

a statement of the duke's liberal (that is,

democratic rather than autocratic) lean-

ings.'
4 In 1868, once Ingres was dead,

Charles Blanc permitted himself to comment

on the artful anatomical distortion of the

figure
—

"the arm seems to be detached at

the deltoids"—and on "something heavy

in the flesh tones," but he could not fail to

pay homage to the execution of the "mar-

velously rendered accessories. No Realist

could render more palpable the embroi-

deries of the uniform, the enamel of the

sword, the regulation gloves, the green gold

ofthe epaulettes, the red gold of the braid.'"'

Nevertheless, this likeness stands with

that of Cherubini (cat. no. 119) at the

beginning of a trend in which Ingres dis-

sociates his portrait figures from their

backgrounds by heightening surface detail

while abandoning a strong sense of sur-

rounding atmosphere. For the remainder

of his career, the architecture and acces-

sories seen in the backgrounds of his

portraits would be depicted in the flat,

consistent light of an architect's rendering.

Given that Ingres would rely more and

more on his assistants to paint the back-

grounds and accessories in his pictures,'
6

his decision to abandon the atmosphere

expressed in some of his earlier portraits

seems to reflect an expedience of collabora-

tive studio work. Yet simple souls continued

to be amazed by Ingres's work. In 1843 an

account was published of a little girl who

remarked, upon seeing the portrait of the

duke on exhibition in the artist's studio,

"But how, mama, could that handsome

soldier be a painting?" Ingres turned to the

child, kissed her on the forehead, and said,

"What a good little girl.'"
7

Ingres notified the duke's secretary that

the portrait was ready on April 17, 1842,'
8

and delivered it to the Tuileries on May 6,

1842. That same day, the secretary wrote

to the painter "to say how much he [the

duke] congratulates himself on having his

portrait from your hand. It will be not

only a precious family monument but a

work of art of national importance, which

His Royal Highness will always regard

with pleasure, even when the years will

have altered the resemblance.'" 9 Sadly,

those years were cut short: on July 13,

1842, Ferdinand-Philippe was killed in an

accident. While he was traveling in an

open carriage from Paris to Neuilly, his

horses became frightened and bolted; as

the carriage overturned, the duke jumped

out. He died of a broken skull. An enor-

mously popular celebrity, the due d'Orleans

in death prompted manifestations ofpublic

grief that sound today strikingly similar to

those surrounding the death of Diana,

princess of Wales, in 1997. Ingres was dis-

consolate. He wrote Gilibert that

Fig. 230. Studyfor "Due d'Orleans" Fig. 231. Studyfor "Due d'Orleans" (Pants and Right Hand), 1841.
1841. Graphite on paper, 8'/

g
x Graphite on paper, ioV

g
x 11 in. (26.2 x 27.9 cm). Musee Ingres,

4
1

/ in. (20.8 x 10.7 cm). Musee Montauban (867.361)

Ingres, Montauban (867.358)

Fig. 232. Studyfor "Due d'Orleans " (Right

Hand andArm Holding Hat), 1841. Black

chalk on paper, \V
%
x 4'^ in. (15x11 cm).

Ecole des Beaux-Arts, Paris
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Fig. 233. Franz Xaver Winterhalter (1806-

1873). Ferdinand-Philippe, Due d'Orleans, 1843.

Oil on canvas, 8; 7/^ x 55'^ in. (218 x 140 cm).

Musee National du Chateau, Versailles

the death ofmy so very amiable prince

has torn my heart, to the point that I cry

continuously and remain inconsolable.

Cherubini and Baillot [a violinist who

often played music with Ingres; see cat.

no. 107] have followed him, and many

others as well. . . . This dear young man, a

worthy prince who never did anything

wrong, so good to me, so essential to the

happiness of France! Oh, you should

have seen this king, this father, sobbing

on his throne, surrounded by his other

children, and all of us, passing before him,

bringing him all our deep sorrow. Neither

Aeschylus nor Shakespeare ever drew a

more terrible scene.
20

In his grief, Ingres made some sketches for

an allegory, never realized, on the death of

the prince.
21

Queen Marie-Amelie resolved to erect a

funerary chapel on the site of the accident

and to dedicate it exactly one year after

her son's death; Ingres was asked to pro-

vide the designs for the stained-glass win-

dows (see figs. 196-98). As the artist

recounted to Gilibert:

I did not know that, after his portrait, I

would have to deal with the tomb of this

poor prince; but the queen is erecting on

the fatal site a chapel to Saint Ferdinand,

Fig. 234. Hippolyte Flandrin (1809— 1864).

Napoleon HI, Emperor ofthe French, 1862. Oil

on canvas, 83'/ x yf/ in. (212 x 147 cm).

Musee National du Chateau, Versailles

and the king said to Messrs. de Montalivet

and de Cailleux that it was M. Ingres who

must make the designs for the stained-

glass windows of this sad place, consider-

ing that the prince liked me and that I was

the friend of his son. The deadline for this

work was very short and you will judge

by these words the zeal and feeling that I

have brought to it. I have just finished it.

In two months, I composed and executed

twelve saints and patrons of the royal

family, and three designs of theological

Virtues, all lifesize.
22

Given the critical success of Ingres's

portrait, its convincing likeness, and the

proximity of its date of delivery to the

due d' Orleans's death, it is not surprising

that a number of copies were ordered. A
full-length version was commissioned for

the memorial chapel (cat. no. 122), and a

three-quarters-length copy (fig. 228) was

requested by the minister of the interior.

Ingres explained to Gilibert, on December

10, 1842: "But I have lots of loose ends to

tie up, a copy of the portrait of the Duke

for the King and overseeing another for

the Minister of the Interior (this one will

serve [as a model] to give copies to the

cities of the kingdom)."
2
' Not much

progress had been made by early

February, when he again wrote to Gilibert:

"Between now and the first of June, when

I will take possession of Dampierre, I still

have to finish: 1st the copy of the portrait

of the due d'Orleans."
24 This manufactur-

ing of replicas became a controversial

enterprise. L 'Artiste noted on February 26,

1843: "Several young artists, students of

Monsieur Ingres, are at present busily

making, under the direction of this skillful

master, copies of the portrait of H. R. H.

the due d'Orleans. These copies are des-

tined for the museums of the principal

cities of our de'partements which desire to

possess 'the likenesss of the prince whom

we have lost.'"
25 A week later theJournal

des artistes complained that this program

"was an unusual way to utilize public

funds" and regretted that the French peo-

ple would pay for works that Ingres did

not make himself but had manufactured in

his studio.
26

The copy for the memorial chapel, com-

missioned from Ingres on July 25, 1842,

and now at Versailles (cat. no. 122), pre-

sents the duke at full length, standing

closer to the salon window than in the

Fig. 235. Edouard Manet (1832-1883). The

Fifer, 1866. Oil on canvas, 63'^ x 38
1
,/ in. (161 x

97 cm). Musee d'Orsay, Paris
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original, with slight differences apparent

in the paneling as well. Tradition states

that the queen considered the original

three-quarters-length view bad luck and

desired a full-length likeness for the

chapel. Ingres made several drawings to

study the position of the feet and the drap-

ing of the trousers for the copy,
27

but

otherwise the figure is identical to the first

from the knees up. Following custom,

tracings were used to transfer the face and

other details from the original canvas to

the replica, no doubt with help from his

assistants. The painting was delivered on

April 3, 1844, and installed in the chapel of

Notre-Dame de la Compassion-Saint-

Ferdinand, where it remained until the

Revolution of 1848. Ingres was paid

10,000 francs for it on July 23, 1844.

The second copy of the duke's por-

trait—the one commissioned by the min-

ister of the interior—is considered by

most scholars to be the painting that shows

the duke in three-quarters length in a land-

scape setting (fig. 228). Ingres was paid

8,000 francs for this work. (Since the

painting is dated 1843, it appears that it

was delivered before the full-length vari-

ant, which is dated 1844 [cat. no. 122]).

Most likely this is the painting that was to

serve as the model for further replicas to

be provided to museums throughout

France; today there are copies of it in the

museums at Limoges and Perpignan. As in

Ingres's portrait of Cherubini, now at the

Louvre (fig. 221), the head and shoulders

of the figure are painted on a canvas that

has been sewn onto a larger one. This

suggests that Ingres painted, or at least

retouched, the head and torso of the duke,

and that this fragment was then inserted

in a larger canvas and given a landscape.

Auguste Pichon, a student whom Ingres

had designated to make the copies ordered

by provincial museums, is the author of

the landscape in this work. (The park

has not been satisfactorily identified;

Toussaint has suggested that it represents

the Chateau de Saint-Cloud.)
28

Ingres's

letters mention that he was responsible

for a total of five portraits of the duke,
29

but the list he made of his autograph

works indicates only two copies, by gen-

eral agreement those now at Versailles.
30

A number of bust-length portraits were

produced for various members of the

royal family (now in London; Hartford,

Connecticut; and Lyons), and these, with

the two at Versailles, might be the five to

which Ingres referred. Pierre Angrand has

counted some nineteen variants. 3 '

Despite the profusion of replicas,

Ingres's effigy of the prince largely disap-

peared from public view after the fall of

the Orleans regime in 1848. Nevertheless,

in Hippolyte Flandrin's portrait of

Napoleon III, exhibited at the Salon of

1863 (fig. 234), the sitter called upon simi-

lar imagery to assert his right to rule. Three

years later Manet mocked both Flandrin

and Ingres with his Fifer (fig. 235).

G.T.

1. "pour vous exprimer mon admiration pour

une oeuvre aussi complete, et ma joie d'avoir

sous les yeux un tableau dont l'Ecole francaise

s'enorgueillit a si juste titre." Due d'Orleans

to Ingres, September 25, 1840, in Boyer

d'Agen 1909, p. 296; catalogued in Bertin

1998, p. 40, lr. no. Bertin reproduces Henry

Lapauze's note regarding several small errors

in Boyer d'Agen's transcriptions.

2. "Entre nous . . . malgre tout l'honneur que je

ressens de la volonte du prince de n'etre

peint que par moi, il faudra done encore faire

un portrait! Vous savez quel eloignement j'ai

a present pour ce genre de peinture; mais

enfin je ferai tout pour son aimable per-

sonne." Ingres to Gatteaux, August 6, 1840,

quoted in Delaborde 1870, pp. 258—59.

3. "Depuis que j'ai peint les portraits de Bertin

et de Mole, tout le monde en veut. En voila

six que je refuse ou que j'elude, car je ne puis

les souffrir. Eh! ce n'est pas pour peindre des

portraits que je suis retourne a Paris. Je dois

y peindre Dampierre et la Chambre des

Pairs. Cependant, j'ai du accepter de peindre

le due d'Orleans, ce prince, mon aimable

Mecene, auquel je ne pourrai jamais rien

refuser. Je ne puis t'exprimer, au reste,

comme le roi et toute la famille royale m'ont

honore. Si tu pouvais les approcher et les

connaitre, tu les adorerais." Ingres to

Gilibert, October 2, 1841, in Boyer d'Agen

1909, pp. 302-3.

4. "J'ai deja eu sept seances du due d'Orleans; il

est charmant." December 21, 1841, quoted in

Delaborde 1870, p. 259. Delaborde does not

indicate the addressee.

5. A number of the drawings for this portrait

were given by Ingres to Gatteaux. Although

they were destroyed when his house burned

in 1870, some had been photographed by

Marville and were published in 1873 in an

album of 120 reproductions; Gatteaux 1873

(2nd ser.), no. 81.

6. "Pour cela, monsieur Ingres, e'est absolu-

ment impossible." Quoted in Amaury-Duval

1993, p. I03.

7. The resemblance does not appear to have

been noted by previous writers.

8. The suggestion was made by Helene

Toussaint in Paris 1985, p. 106.

9. Musee Ingres, Montauban, inv. mic 4 37 l.

10. This account was taken from Coural and

Gastinel-Coural 1983, p. 58, and Gastinel-

Coural 1990.

11. "effeminee"; "regard mou"; "beaux cheveux

blond tendre boucles avec soin et paraissant

sortir des doigts d'un habile coiffeur." Thore

1842, p. 802, quoted in Angrand 1967, p. 188,

and Wildenstein 1956, p. 75.

12. "grand, bien fait, d'une tournure elegante et

noble, sa figure longue et coloree, avec une

physionomie agreable et distinguee"; "air

d'un jeune gentleman plutot que d'un prince

francais." Quoted in Wildenstein 1956, p. 76.

13. "Les ceremonies publiques deviennent de

plus en plus rares: l'homme, de nos jours, se

perd dans leur apparat d'emprunt: M. Ingres

a mieux aime nous faire voir Mgr le due

d'Orleans dans sa vie de chaque jour et dans

l'exercice serieux de sa profession, revetu du

petit uniforme de lieutenant general. . .

.

Toutes ces nuances de la conception morale

du portrait sont soutenues et comme nourries

par une imitation de la nature fidele et pleine

de charmes. Jamais l'unite de la carnation n'a

ete mieux saisie; jamais le pinceau n'a repro-

duit avec plus d'intelligence et de souplesse

la delicatesse des formes et la purete des

traits; le modele du front surpasse tout.

"Il y a dans la carriere des artistes un jour

d'epanouissement oil le talent neurit tout

entier. ... En voyant le portrait de Mgr le

due d'Orleans, tout le monde dira que M.

Ingres a refleuri. Jamais il n'a ete plus habile

et plus sur de lui-meme, jamais il ne s'est

montre si jeune. Rien que la vue ne donnera

une idee de la spontaneite, de la confiance

qui regnent dans cet ouvrage. Tout y est

conduit avec une harmonie, un equilibre de

moyens dont le peintre n'a pas fourni un

autre exemple. La distribution du jour et de

l'ombre joint une precision rigoureuse a une

incomparable suavite, et l'effet total arrive a

ce degre de magie ou l'observateur perd la

trace des precedes employes par le peintre.

Je ne connais pas un ouvrage dans lequel

l'email, les metaux et les rubans aient plus de

valeur d' eclat." Lenormant 1842, pp. 314—15.

14. Toussaint in Paris 1985, pp. 105—6.

15. "le bras semble coupe au deltoide"; dans le

ton des chairs quelque chose de lourd"; "les

accessoires, qui sont rendus a ravir. Aucun

realiste ne ferait mieux toucher au doigt les

passementeries de l'uniforme, l'email de
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Tepee, les gams d'ordonnance, !'or vert des

epaulettes, Tor rouge des galons." Blanc

1867-68, pt. 6(1868), p. 351.

16. See p. 534-40 >n this catalogue.

17. '"Comment, maman, est-ce que c'est de la

peinture, ce beau soldat?' . . . 'Bonne petite

fille.'" Damay 1843, quoted in Lapauze

1911a, p. 373.

18. Ingres to Boismilon, April 17, 1842, quoted

in Bertin 1998, p. 19, under lr.2.

19. "de vous dire combien il se felicite d'avoir

son portrait de votre main. Ce ne sera seule-

ment un precieux monument de famille, mais

une oeuvre d'art nationale sur laquelle Son

Altesse Royale reportera toujours ses yeux

avec plaisir, meme lorsque ses annees auront

altere sa ressemblance." Quoted in Lapauze

191 ia, p. 372, and Bertin 1998, p. 19, lr.2.

20. "le meurtre de mon si aimable prince a

dechire mon coeur, a tel point que je le

pleure continuellement et que je demeure

inconsolable. Cherubini et Baillot l'ont suivi,

et bien d'autres encore. . . . Ce cher jeune

homme, digne prince a jamais regrettable, si

bon pour moi, si essentiel au bonheur de la

France! . . . Ah! il fallait voir ce roi, ce pere,

pleurant a chaudes larmes sur son trone,

entoure de ses autres enfants; et nous tous,

passant devant lui, lui apportant aussi notre

vive douleur. Non, Eschyle ni Shakespeare

n'ont trace une plus terrible scene." Ingres to

Gilibert, October 30, 1842, in Boyer d'Agen

1909, pp. 351-52, and Ternois 1986b, p. 194.

2t. Musee Ingres, Montauban, inv. 867.2763.

22. "Je ne savais pas, apres son portrait, devoir

m'occuper de son tombeau, a ce pauvre

prince; mais la reine a fait eriger sur le lieu

fatal une chapelle a Saint Ferdinand, et le roi

a dit a MM. de Montalivet et de Cailleux que

c'etait M. Ingres qui devait faire les cartons

pour les vitraux de ce triste lieu, attendu que

le prince m'aimait et que j'avais ete l'ami de

son fils. Le delai fut tres court pour ce travail

et tu juges, par ces paroles, du zele et du sen-

timent que j'y ai apportes. Je viens de le finir.

Dans deux mois, j'ai compose et execute

douze saints et patrons de la famille royale,

et trois cartons des vertus theologales, de

grandeur naturelle." Ingres to Gilibert,

October 30, 1842, in Boyer d'Agen 1909,

p. 352, and Ternois 1986b, p. 194.

23. "Mais il me reste bien des queues a

arracher . . . une copie du portrait du Due

pour le Roi et la surveillance d'une autre

pour le Ministre de l'Interieur, (celui-ci doit

servir a donner des copies aux villes du

royaume)." Ingres to Gilibert, December 10,

1842, in Boyer d'Agen 1909, p. 358.

24. "Que, d'ici au premier juin ou j'irai prendre

possession de Dampierre, j'ai encore a ter-

miner: t° le portrait copie du due d'Orleans."

Ingres to Gilibert, February 6, 1843, in ibid.,

p. 360.

25. "Plusieurs jeunes artistes, eleves de M.

Ingres, sont en ce moment occupes a faire,

sous la direction de cet habile maitre, des

copies du portrait de S.A.R. monseigneur le

due d'Orleans. Il parait que ces copies sont

destinees aux musees de quelques unes des

principales villes de nos departements, qui

ont desire posseder les traits ressemblants du

jeune prince que nous avons perdu."Anon.

1843a, p. 144. See also Anon., March 3, 1843,

quoted in Wildenstein 1956, pp. 79—80.

26. "singuliere maniere d'utiliser les fonds

publics," Anon., March 5, 1843, quoted in

Wildenstein 1956, p. 80.

27. Musee du Louvre, Paris, r.f. 1104, and

Musee Ingres, Montauban, inv. 867.362, for

instance.

28. Toussaint in Paris 1985, p. 102.

29. "encore une copie (c'est la cinquieme) en

pied du Due d'Orleans," Ingres to Gilibert,

July 20, 1843, in Boyer d'Agen 1909, p. 363;

"la cinquieme copie du portrait du Due

d'Orleans," Ingres to Gilibert, December 30,

1843, in Boyer d'Agen 1909, p. 370. These

letters suggest that Ingres had still not com-

pleted the full-length portrait, which in fact

was not delivered until April 1844.

30. Notebook X, fol. 25; Vigne 1995b, p. 328.

31. Angrand 1967, p. 194.

Cat. no. 121. Ferdinand-Philippe-Louis-Charles-

Henri, Due d'Orleans

Provenance: Commissioned by the due

d'Orleans (1810-1842) in 1840; accepted and paid

for on May 7, 1842 (15,000 francs); passed to the

sitter's widow, the duchesse d'Orleans (nee

Mecklenburg-Schwerin); sequestered in the

Palais des Tuileries during the Revolution of

1848; restored to the duchess, December 15, 1848;

by descent through the Orleans family to the pre-

sent comte de Paris; sold by him to the present

owner

Exhibitions: The artist's studio, 1842; Paris

1874, no. 252 [eb]; Paris 1883, no. 135 [eb]; Paris

1908, no. 107 [eb]; Paris 1911, no. 44; Paris 1921,

no. 37; Paris 1930a, nos. 284, 335 [eb]; London

1932, no. 355 [eb]; Venice 1934, room 111, no. 15

(in the 2nd ed. of the exh. cat.) [eb]; Lisbon 1948

[eb]; Paris 1967-68, no. 199; Paris 1974-75,

no. 534

References: Lenormant 1842, pp. 314-15;

Thore 1842, p. 802; Damay 1843; Bellier de la

Chavignerie 1867, p. 59; Blanc 1867—68, pt. 6

(1868), pp. 351-54; Delaborde 1870, no. 149;

Boyer d'Agen 1909, pp. 300, 302—3; Lapauze

1911a, pp. 370—76, ill. p. 383; Frohlich-Bum 1926,

p. 29, pi. LH; Pach 1939, p. 135; Alazard 1950,

pp. 99-100; Wildenstein 1954, no. 239, pi. 90;

Schlenoff 1956, pp. 224-25; Ternois 1956, p. 176;

Wildenstein 1956, pp. 75-79; Angrand 1967,

pp. 185-89; Cambridge (Mass.) 1967, under

no. 84, fig. 10; Radius and Camesasca 1968,

no. 133a, ill., pis. XLIII, XLIV; Naef 1977-80,

vol. 3 (1979), p. 317; Coural 1980, p. 58, n. 37;

Ternois 1980, pp. 101, 132, no. 257, ill., p. 133;

Coural and Gastinel-Coural 1983, p. 58;

Louisville, Fort Worth 1983-84, p. 144; New

York 1985-86, p. 112; Paris 1985^0. XVI 1, ill.;

Gastinel-Coural 1990, pp. 25-27, ill.; Zanni 1990,

no. 90, ill.; Amaury-Duval 1993, p. 103, fig. 73;

Fleckner 1995, pp. 254-69, fig. 90; Vigne 1995b,

pp. 238-41, fig. 192; Bertin 1998, p. 19

Cat. no. 122. Ferdinand-Philippe-Louis-Charles-

Henri, Due d'Orleans

Provenance: Commissioned on July 25,

1843, f°r 10,000 francs; placed in a salon adjoining

the chapel of Notre-Dame de la Compassion-

Saint-Ferdinand, Neuilly, 1844; sheltered after

the Revolution of 1848 in an unknown location;

given to the Musee de Versailles before 1878

Exhibitions: Chicago, Toledo, Los Angeles,

San Francisco 1962-63, no. 56; Montauban 1967,

no. 129; Washington 1983-84, no. 38; Paris 1985,

no. XV

References: Roujon n.d., ill.; Lapauze 1911a,

p. 376; Pach 1939, ill. opp. p. 191; Wildenstein

1954, no. 245, fig. 150; Wildenstein 1956, p. 80,
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123. Madame Clement Boulanger, nee Marie-

Elisabeth Blavot, later Madame Edmond Cave

Early 1830s (!)

Oil on canvas

16 x 12^ in. (40.6 X32.J cm)

Signed and inscribed lower right: Ingres a

Madame Cave

The Metropolitan Museum ofArt, New York

Bequest ofGrace Rainey Rogers, 1343 43.85.3

W24J

In a century marked by a number of suc-

cessful female artists—from Elisabeth

Vigee-Lebrun to Rosa Bonheur, Berthe

Morisot, and Mary Cassatt—Marie-

Elisabeth Blavot, later Madame Clement

Boulanger and Madame Edmond Cave,

stands out as probably the most influential

in her time, yet the least known today.

This apparent paradox is easily explained

by the fact that her painting, unlike that of

the other women just named, is easily for-

gotten. But as the author ofLe Dessin sans

maure (Drawing without a Teacher, 1850),

a widely distributed textbook adopted in

the curriculum of French public schools,

and through several other instructional

publications, ranging from a catechism to

a book of beauty tips for women, Cave

had a far-reaching impact on French cul-

ture.
1 No less influential was her role as

wife and adviser to Edmond Cave, direc-

tor of fine arts from 1839 to 1848 and

superintendent of palaces and imperial fac-

tories from January 1852 until his sudden

death on March 30 of that year. Following

her marriage to Cave in 1843,
2
artists as

diverse as Ingres and Delacroix curried

favor with her, understanding that it was

she who recommended artistic policy and

commissions for the last five years of the

reign of Louis-Philippe.

Although it is not known precisely when

Ingres made this exquisite ebauche (oil

sketch), it was probably painted in the early

1830s. The artist must have encountered

Marie-Elisabeth by 1831, when she married

her cousin Clement Boulanger, with whom
she had had a son, Albert, born in Rome the

previous year. 3 Boulanger was a student of

Ingres, while Marie-Elisabeth, who took

the working name of Elisa Boulanger, stud-

ied with Camille Roqueplan. She was, in

the words of her first biographer, Andre

Joubin, "ravishing: big, laughing eyes, a

mocking mouth, magnificent blond hair.

She turned all heads."4 Keenly aware of the

power of her beauty, she allowed men, as

Delacroix put it, "to adore her." 5 Delacroix

himselfwas among the ones who did: they

met at Alexandre Dumas's carnival ball in

1833 and, despite her marriage, he courted

her. Remarkable letters survive in which

he proclaims his "humble adoration for all

that is you or near you" and calls her

"belle Madame," while closing with

"a thousand affectionate compliments" for

her and "a thousand friendly greetings"

for her husband, Clement.
6 One letter was

coyly signed "Peintre en histoires" rather

than the customary "Peintre d'histoire" (a

"painter involved in a story" rather than a

"history painter"). In 1838 they embarked

on an amorous journey to Belgium and

Holland, but the trip ended badly and the

affair ended quickly. 7 At the height of

their romance, Delacroix had given Elisa'

s

sultry features to a figure of the Cumaean

Sibyl (1838; Wildenstein & Co., New

York) and to Cleopatra in his painting for

the Salon of 1839, Cleopatra and the Peasant

(Ackland Memorial Art Center, Chapel

Hill, North Carolina). There seems to

have been no bitterness at the end of their

romance; over the following decades both

parties continued to help each other and

to maintain an affectionate relationship.

Delacroix executed a splendid pastel

portrait of Elisa in 1846 (fig. 236) and pre-

sented her with a number of fine water-

colors and small paintings.9 She responded

in kind: on New Year's Day in 1862,

Delacroix wrote to thank her for a splen-

did dressing gown "so exquisite that I do

not have the courage to say that I am not

worthy to wear it."
10

Elisa Boulanger first exhibited at the

Salon of 1835. Two years later, she won a

medal for her watercolors, and L 'Artiste

published a favorable review of her ingra-

tiating genre scenes.

Among women artists, Mme E. Boulanger

occupies one of the first places. Her

graceful and fluent talent gives infinite

charm to her small compositions. Above

all, one must praise her for understanding

very well the nature ofher talent and

taking on only those subjects of which the

naive simplicity and delicate feelings can

be rendered within the constraints of a

watercolor."
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Fig. 236. Eugene Delacroix (1798— 1863).

Madame Cave, 1846. Pastel on paper,

11 x 9 in. (28 x 23 cm). Sold, Galerie

Charpentier, Paris, December 3, 1957,

no. 83. Location unknown

In 1839 she won a second medal at the

Salon, and in the next decade, during her

marriage to Edmond Cave, the critics

were even more flattering: "She is the one

woman who knows how to compose a

scene with intelligence and with charm,

much charm and much intelligence."
12

Clement Boulanger, for his part, seems

to have been preoccupied with his own

career during their marriage. Born in Paris

in 1805, he debuted at the Salon of 1827

and won a medal. He continued to exhibit

grand compositions—troubadour subjects

or allegories such as The Muse ofthe Arts

Prefers Misery to Grandeurs to Preserve

Her Independence—through the 1830s.

Boulanger signed up in 1841 to accompany

an archaeological expedition to Asia

Minor, where he fell ill upon arrival and

died on September 28, 1842. Suddenly

widowed with a child to support, Elisa did

not wait long to remarry: on November 4,

1843, she became the wife ofEdmond

Cave (see cat. no. 124). In the words of

Joubin, "Mme Cave became, in the

shadow of M. Cave, the true director of

Fine Arts. One strove to please Mme
Cave. Besides, who could have resisted the

charm of her eyes and her smile? The

greatest masters asked for the honor of

reproducing her precious appearance.'" 3

Ingres has long been thought to be one

of the masters who sought that honor. His

portrait of her is not inscribed with a date,

but it is dedicated to "Madame Cave"

rather than "Madame Boulanger." The

pendant portrait of Monsieur Cave (cat.

no. 124), similarly dedicated, is dated 1844.

Nevertheless, there is good reason to

believe that Ingres's sketch of Elisa was

made a decade earlier. In a previously

unpublished letter of July 1844 in the

archives of The Metropolitan Museum of

Art (see cat. no. 124 for the full text),

Ingres indicated that it was Madame Cave

who had asked him to make a portrait of

her husband to accompany the portrait

that he had already made of her. Since the

artist was in Rome from 1834 to 1841, and

Elisa lived in Paris during those years,

her portrait was most likely made before

his departure for Italy.'
4 Her tender

and angelic appearance in the profile by

Ingres—in marked contrast to the deter-

mined adult (complete with a coiffure

derived from Leonardo's Belle Feronmere

[see fig. 126]) Elisa herself depicted in a

self-portrait of the late 1830s (fig. 237) or

the mature beauty Delacroix portrayed in

1846—is consonant with that of the young

bride of Clement Boulanger. Furthermore,

in the profile by Ingres her hair is still fair,

whereas in every portrait from the late

1 830s through the 1850s Elisa is shown

with abundant ebony tresses.

Ingres made portrait sketches such as

this only rarely. The closest example is the

head of a young girl, possibly Ingres's

lover Laura Zoega, painted in 1813 (Musee

du Louvre, Paris). Others that survive

were often made in preparation for alle-

gorical figures in his history paintings, such

as the head of Isaure Leblanc (fig. 144),

which Ingres used for one of the angels in

The Vow ofLouis XIII. It is possible that

Ingres had asked young Elisa to pose

for him in the early 1830s without intend-

ing to make her portrait. Perhaps, for

example, he considered incorporating her

features in the figure of Stratonice for the

painting commissioned in 1833 by the due

d'Orleans.' 5

Ingres used a pencil to draw the general

outlines of Elisa' s head directly on the

warm white preparation of the canvas.

He carefully built up the flesh tones with

several layers of paint, while the hair was

only loosely sketched in with transparent

washes. The contours of her profile were

defined by the dark strokes he used to

indicate a background at the right. Marks

on the canvas suggest that it was initially

framed as an oval, then reframed as a rec-

tangle when Ingres added his dedication in

1844. A very similar copy of the sketch,

in identical dimensions, is still framed as

an oval.'
6

In her celebrated treatise on art, Elisa

Cave illustrated a lithographic outline

of her portrait by Ingres. Although the

"Cave Method" emphasized quick progress

through the tracing of prints in order to

arrive at drawing from memory, her cap-

tion for the Ingres comments upon its

painterly qualities and the skill required

to produce them: "An ebauche is not an

ebauche because it is done quickly. My
profile, by Monsieur Ingres, is an ebauche;

he made it in one hour, and nevertheless

it is one of his masterpieces.'"7

After the death of Edmond Cave in

1852, Elisa redoubled her efforts to pro-

mulgate her teaching method, for which

she found a willing ally in her old friend

Delacroix. Joubin went so far as to suggest

that Delacroix dictated much ofXa Couleur,

the companion volume to Le Dessin sans

mahre; Pierre Angrand demurs on this

subject, but it is certain that Delacroix used

his influence, first, to promote the method

in an important article in the Revue des

deux mondes and, second, to recommend

Fig. 237. Marie-Elisabeth Boulanger. Self-

Portrait, late 1830s. Oil on canvas, 29 x 24 in.

(73 x 61 cm). Location unknown
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that it be adopted in public-school curricu-

lums.'
8 He wrote:

Here is the first method of drawing that

teaches something. In publishing like an

essay the remarkable treatise in which she

develops, with infinite interest, the fruit of

her observations on the teaching of draw-

ing and the ingenious procedures she

applies to them, Mme Cave, whose charm-

ing pictures are known to all . . . reveals

how the ordinary path is defective and

how the results of current teachings are

uncertain.
1'

Madame Cave published industriously

throughout the 1860s, and her works open

a fascinating window onto the thoughts of

an intelligent, well-placed woman in

Second Empire France. On beauty, she

recommended scrupulous cleanliness,

especially of the face, hands, and feet, not-

ing, for instance, that Stratonice's bare

foot occupies a singularly important role

in Ingres's composition (fig. 194). She

also reprinted what she called the "true"

recipe for cold cream, indicating that it

had been given to her by Delacroix, who

had obtained it from the celebrated per-

former Mademoiselle Mars, a mistress of

the comte de Mornay.
20 More ominous

was her advocacy of strict adherence to

Catholic dogma in her book La Religion

dans le monde. She considered Protestant-

ism to be "a false position" and "annoying,"

while condemning "those who remain

Jewish" for "associating themselves in

thought with those who crucified Jesus

Christ."
2

' Retiring to Versailles after the

fall of the Empire, she published her last

work in 1875, La Vierge Marie et lafemme

(The Virgin Mary and Woman).

Ingres's portrait of Elisa passed to her

son, Marie-Henry-Albert Boulanger-

Cave.
22 A dilettante and bon vivant, he

was the lifelong friend of the librettist

Ludovic Halevy and, as such, spent much

time in the company of Edgar Degas.

g . T.

1. Le Dessin sans maitre (1850), L'Aquarelle

sans maitre (1851; 2nd ed., 1856), La

Couleur . . . ouvrage approuve par M. Eugene

Delacroixpour apprendre la peinture a I'huile

et a I'aquarelle (1 863), La Religion dans le

monde (1856), Beaute physique de lafemme

(1868).

2. According to the records in the Archives de

la Seine, they were married on November 4,

1843, not 1844, as often indicated.

3. Conflicting dates have been given for Marie-

Elisabeth Blavot. Joubin (1930, p. 58), gives

181 5 as the date of her birth; Angrand (1966,

p. 8) gives 1809, and other sources have

1810. The date of her death is not known.

Neither her birth nor death certificate could

be found as of this writing, and her tomb

could not be located in the cemeteries of

Paris and Versailles. Her certificate of mar-

riage to Edmond Cave does not give her age

or date of birth, although she gave her age as

forty when her husband died in early 1852.

Through letters written to her by the sculp-

tor Auguste Preault, it is known that she was

living in Versailles in the 1870s. She seems to

have died by 1885, at which time her only

child, Marie-Henry-Albert Boulanger-Cave,

was indicated (in Paris 1885a) as the owner

of works by Delacroix that had belonged to

her. Robert McDonald Parker recently

found the death certificate for Albert, which

gives some important information. At his

death in Paris on July 11, 1910, his age was

given as eighty and his birthplace as Rome.

That would place his birth sometime between

July 1829 and July 1830. If his mother had

been born in 1815, she would have been only

fourteen or at most fifteen—improbably

young—at his birth. It is more likely, there-

fore, that she was born in 1810 or 1811.

4. "ravissante: de grands yeux rieurs, une

bouche moqueuse, de magnifiques cheveux

blonds. Elle tournait toutes les tetes." Joubin

1930, p. 58.

5. "Elisabeth . . . se iaissa volontiers adorer."

Quoted in ibid.

6. "humble adoration pour tout ce qui est vous

ou pres de vous"; "mille hommages bien

affectueux," "mille bonnes amities."

Delacroix's letters to Elisa were published in

ibid., pp. 66 ff.

7. Delacroix summed it up with a ditty to his

friend the comte de Mornay: "Some painting,

a bit ofwoman, that's my daily life." ("De la

peinture, un peu de femelle, voiia pour la vie

habituelle.") Quoted in ibid., p. 59.

8. There is a study for Cleopatra at the Fogg

Art Museum (inv. 1968.61). Mongan (1996,

no. 129), notes drawings by Delacroix after a

daguerreotype of Elisa (which perforce can-

not date before 1839-40) published in

Escholier 1929, opp. p. 200. However, Lee

Johnson, following Alfred Robaut, instead

finds in both the features of the actress

Rachel; Johnson 1986, pp. 81-82.

Comparison with Delacroix's pastel of Elisa

(fig. 236) and with Elisa's self-portrait (fig.

237) seems to confirm the identification to

her rather than Rachel. The nude in

Delacroix's Le Lever of 1850 (Johnson 168;

private collection, Paris), sometimes

identified as Madame Cave, cannot, on the

other hand, represent her: Delacroix's nude

has blond hair, not brown.

9. Tiger Reclining by Its Den (Johnson 171;

Mahmoud Khalil Museum, Cairo); The

Entombment (Johnson 420; Mahmoud Khalil

Museum, Cairo); Charles V at the Monastery

ofYuste (Johnson L142; location unknown);

and Hamlet and Horatio in the Graveyard

(Johnson L158; location unknown).

10. "si exquis que je n'ai pas le courage de me

dire que je ne suis pas digne de la porter."

Quoted in Joubin 1930, p. 78.

n. "Parmi les femmes artistes, Mme
E. Boulanger

occupe une des premieres places. Son talent

gracieux et facile donne a toutes ses petites

compositions un charme infini. Ce dont il

faut la louer surtout, c'est de comprendre

tres-bien la nature de son talent, et de ne

s'exercer qu'a des sujets dont la simplicite

naive et le sentiment delicat peuvent etre

rendus dans les limites d'une aquarelle."

Anon. 1837, p. 197, quoted in Angrand 1966,

p. 20, n. 1.

12. "C'est la seule femme qui sache composer

une scene avec intelligence et avec charme,

beaucoup de charme et beaucoup d'intelli-

gence." Houssaye 1846, p. 40, quoted in

ibid., p. 63.

13. "Mme Cave devenait, dans l'ombre de

M. Cave, le vrai directeur des Beaux-Arts.

On s'ingenia a plaire a Mme Cave. Qui

aurait d'ailleurs resiste au charme de ses yeux

et a son sourire? Les plus grands maitres

solliciterent l'honneur de reproduire ses

traits precieux." Joubin 1930, p. 60.

14. In a 1979 memorandum in the archives of the

Department of European Paintings at the

Metropolitan Museum, Anne Wagner argued

for a date of 1833—35. Avigdor Arikha con-

siders the portrait ofMadame Cave "much

earlier" than the 1844 portrait of her husband;

Arikha in Houston, New York 1986, p. 85.

15. Marjorie Cohn and Susan Siegfried suggest

that Ingres used Madame Cave as the model

for the figure of Eve in a drawing for The

Golden Age, the unfinished mural at the

Chateau de Dampierre (fig. 205); see

Cambridge (Mass.) 1980, p. 124. Indeed,

the resemblance is striking. Elisa would

probably not have posed in the nude for

Ingres in the 1840s, but Ingres may have

been inspired when he saw her profile por-

trait again in 1844 (see cat. no. 124). It would

be natural for him to flatter the Caves by

incorporating her features into the mural.

16. The copy could have been painted by either

Clement Boulanger or by Elisa herself. It

was sold at Christie's, London, July 9, 1976,

no. 184.

17. "Une ebauche n'est pas une ebauche parce

qu'elle est vite faite. Mon profil, fait par

I 84 I - I 867 397



M. Ingres, serait tine ebauche; il l'a fait en

une heure et cependant c'est un de ses chefs-

d'oeuvre." Cave 185 1; Cave 1863, quoted in

Angrand 1966, p. 22, n. 1.

18. Delacroix's favorable report, dated

December 1861, is quoted in Angrand 1966,

pp. 118— 19, 123.

19. "Void la premiere methode de dessin qui

enseigne quelque chose. En publiant comme

un essai le remarquable traite ou elle developpe

avec un interet infim le fruit de ses observa-

tions sur I'enseignement du dessin et les

procedes ingenieux qu'elle y applique, Mme

Cave, dont tout le monde connait les charmans

tableaux . . . montre avec evidence combien

la route ordinaire est vicieuse et combien

incertains les resultats de I'enseignement tel

qu'il est." Delacroix 1850, pp. 1139-40;

reprinted in Delacroix 1923, vol. 1, p. 9.

20. Angrand 1966, pp. 168-69.

21. "qui n'est pas une position franche et qui est

ennuyeux"; "ceux qui restent juifs s'associent

de pensee avec ceux qui ont crucifie Jesus-

Christ." Quoted in ibid., p. 166, no. £.

22. See n« 3, above.
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ter, probably before 1834; her bequest to her son,

Marie-Henry-Albert Boulanger-Cave (1830-

1910), Paris, by 1885-1910; his bequest to his

cousin Gaston Le Roy, 1910-25; his posthumous

sale, Hotel Drouot, Paris, May 19-20, 1926,

no. 53; bought by Paul Rosenberg & Co., Paris

and New York; sold to C. Chauncey Stillman,

New York; his posthumous sale, American Art

Association, New York, February 3, 1927, no. 10;

bought by Paul Rosenberg& Co. for 13,000 francs;

sold to Grace Rainey Rogers (1867-1943), New

York, 1927-43; her bequest to The Metropolitan

Museum of Art, New York, 1943

Exhibitions: Paris 1911, no. 46; New York

1961, no. 58; Cambridge (Mass.) 1967, no. 89;

Paris 1967-68, no. 229; New York 1988-89
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The circumstances surrounding the com-

mission of this portrait ofEdmond Cave

(1794—1852),' director of fine arts during

the reign of Louis-Philippe, can now be

understood owing to the discovery of a

previously unpublished letter:

Monsieur [Cave],

Madame Cave has honored me with a

visit to remind me of a commitment that it

is high time to fulfill, and that I want to do

with much pleasure; thus, Monsieur, if

next Wednesday at two o'clock is conve-

nient, and ifbetween now and then you

could kindly send me the dimensions of

the sketch that will serve as its pendant I

will be most obliged.

My fond compliments to Madame, and,

while waiting for you, Monsieur, with my

perfect consideration [I am]

your faithful and devoted servant

Ingres

Saturday July 27 [1844]
2

The letter reveals that Madame Cave had

visited Ingres in July 1844 to request that

he make a portrait of her new husband to

serve as a pendant to the likeness that he

had already created of her (cat. no. 123).

Her portrait, painted as a sketch on a rec-

tangular canvas, had been framed as an oval.

No doubt Ingres considered an oval for-

mat inappropriate for Monsieur Cave, and

so he prepared a rectangular support of the

same dimensions. Once Cave's portrait

was completed, Ingres dedicated it to

Madame Cave and inscribed his previously

/

Fig. 238. Studyfor "Hygin-Edmond-Ludovic-

Auguste Cave," 1844. Graphite on paper,

14
1/ x 9 in. (36.2 x 22.8 cm). Musee Ingres,

Montauban (867.209)
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unsigned sketch of Madame Cave (then

known as Elisa Boulanger) with a dedica-

tion that would require it to be reframed as

a rectangle. 5

After Cave arrived at Ingres's studio,

the artist began a remarkably vivid draw-

ing on paper (fig. 238), in which the fifty-

year-old Cave appears both alert and

amiable. Ingres seems to have taken par-

ticular pleasure in defining the sitter's large,

round, deeply set eyes and handsome nose.

On the other hand, he appears to have

disliked Cave's thin beard, for it is only

summarily indicated in the drawing and

is barely visible in the painting. When

he was satisfied with the drawing, Ingres

traced its principal contours with a stylus

to transfer the image to the small canvas

he had prepared to match the dimensions

of the sketch of Madame Cave. Ingres then

retraced with a pencil the lines that had

been impressed on the canvas and began to

apply thin washes of color.4 Madame Cave

once wrote that Ingres had completed her

portrait in an hour, and it is clear that he

wished to make this work appear to have

been executed just as quickly. In addition

to omitting Cave's beard, Ingres intro-

duced a number of small changes in the

painting: the sitter's nose became thinner,

his face longer, and his forehead higher,

all to give him a distinguished, aristocratic

air, which cannot be found in the drawing.

Henry Lapauze wrote in 1901 that

Ingres had made the initial pencil drawing

in Rome in 1840, during a visit Cave made

to the Academie de France. 5 This sugges-

tion was not substantiated by Lapauze, nor

was it mentioned by any of the other early

writers, such as Charles Blanc or Henri

Delaborde. Jules Mommeja in 1905
6
and

most subsequent writers, among them

Avigdor Arikha, then postulated that

Ingres turned to the 1840 drawing when it

came time to paint the portrait in 1844.
7

Although this is possible, Ingres's 1844

letter to Cave would seem to vitiate

Lapauze's supposition.

A writer by profession, Cave produced

a wide variety of works, from lighthearted

entertainments for vaudeville ("Les Soirees

de Neuilly") to anti-Bourbon pamphlets

critical of the regime of Charles X. In

1839, after Louis-Philippe came to power,

he was named director of fine arts, the

most powerful government position for

the administration ofpolicy for the arts.

Anyone in such a position was subject to

attack, and Cave was not excepted. Obliged

to censor Balzac's play Le Vautrin for polit-

ical reasons, he was roundly criticized by

writers and never regained their esteem.

Victor Hugo, who considered Cave arbi-

trary, wrote a diatribe in verse about him.

In 1843 several artists launched an assault,

accusing him of favoritism, incompetence,

and inertia. His awards ofgovernment com-

missions to Elisa Boulanger in 1842 and

again in 1843, the year they married, did not

go unnoticed by the press. Citing the delay

of the decision on which Salon exhibits

would be purchased by the state that year,

the revue L 'Artiste wrote, sarcastically,

"What are you complaining about? . . . Do

you believe that the director of fine arts

would be at the ministry of fine arts in

order to take care of the fine arts! Really,

he has other things to do! You should ask

instead M. Gigoux and Madame Boulan-

ger, his two honorable aides-de-camp."
8

Cave, a widower, wed Elisa Boulanger,

herself a widow, on November 4, 1843.

Artists naturally assumed that his marriage

to a painter would improve policy, and

Madame Cave indeed took full advantage

of her new position to dispense favors, as

well as to obtain them. She renewed her

friendship with Delacroix (see cat. no. 123)

while boldly requesting that Ingres por-

tray her husband. Monsieur Cave retained

his post until the government of Louis-

Philippe fell in the Revolution of 1848. In

January 1852 Napoleon III gave him a new

appointment, superintendent of palaces

and imperial factories, but he held it only

three months. Delacroix wrote in his jour-

nal on January 27, 1852, that Cave was

"sick, I think, gravely." On the first of

April he noted "Burial of poor Cave. His

death hurt me deeply."9 g.t.

1. There has been much confusion regarding

Cave's given names. On his marriage certifi-

cate of 1843, he supplied only Hygin-Auguste,

but in his dossier for the Legion of Honor

he gave Hygin-Edmond-Ludovic-Auguste

Cave. In 1843 he was living at 1, rue Taitbou

in the ninth arrondissement; at his death in

1852, his domicile was at 101, avenue des

Champs-Elysees, in the eighth arrondisse-

ment. I thank Robert McDonald Parker for

finding these documents.

2. "Monsieur,

Madame Cave m'a fait l'honneur de venir

me rappeller un engagement qui est bien

temps de remplir, ce que je desire faire avec

beaucoup de plaisir; ainsi done, Monsieur, si

Mercredi prochain a deux heures vous etant

commode, et que d'ici la vous prenniez le soin

de m'envoyer la grandeur du carton a qui vous

avez pour le pendant je vous serai oblige.

Mes compliments bien affectueux a

Madame, et vous en attendant Monsieur,

avec ma parfaite consideration,

votre devoue et attache serviteur

Ingres

samedi 27 juillet."

This letter is now in the archives of the

Department of European Paintings at the

Metropolitan Museum.

3. In the letter cited in note 2 above, Ingres

requested the dimensions of the "carton" of

the pendant; carton was a word sometimes

used to refer to an ebauche (oil sketch).

4. Although some writers have suggested that

the drawing was traced from the canvas,

Ternois correctly surmised that Ingres traced

the preparatory drawing onto the canvas:

"Because of the indentations visible under

the contours, we think on the contrary that it

is really a matter of the original study being

made from life, and that Ingres was satisfied

with tracing it on the canvas to paint the

portrait in New York." ("En raison des

traces de pointe qui sont visibles par-dessus

les traits de contour, nous pensons au con-

traire qu'il s'agit bien de l'etude originale

d'apres nature, et qu'Ingres se contenta de la

calquer sur la toile pour peindre le portrait de

New-York.") Ternois 1959a, no. 20.

5. Lapauze 1901, p. 113.

6. Reprinted in Vigne 1995a, p. 814.

7. Arikha in Houston, New York 1986, p. 85.

8. "De quoi pouvez-vous vous plaindre? . .

.

Croyez-vous done que M. le directeur des

beaux-arts soit aux beaux arts pour s'occuper

des beaux-arts! 11 a bien autre chose a faire

vraiment! demandez plutot a M. Gigoux, a

madame Boulanger, ses deux honorables

aides de camp." Anon. 1843b, p. 97, cited in

Angrand 1966, p. 55.

9. "malade, je crois, gravement"; "Enterrement

du pauvre Cave. Sa mort me fait beaucoup

de peine." Delacroix i960, vol. 1, pp. 445, 463.

Provenance: Given by the artist to the sit-

ter's wife, 1844; her bequest to her son, Marie-

Henry-Albert Boulanger-Cave (1830-1910),

Paris, by 1885-1910; his bequest to his cousin

Gaston Le Roy, 1910—25; his posthumous sale,

Hotel Drouot, Paris, May 19-20, 1926, no. 54;

bought at that sale by Paul Rosenberg & Co.,
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Paris and New York, for 126,000 francs; sold to

Grace Rainey Rogers (1867-1943), New York,

1926-43; her bequest to The Metropolitan

Museum of Art, New York 1943

Exhibitions: Paris 1911, no. 47; New York

1961, no. 57; Cambridge (Mass.) 1967, no. 90;

Paris 1967-68, no. 228; New York 1988-89
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126—131. Studiesfor "Vicomtesse

d'Haussonville " (see page 413)

As the director of the Academie de France

in Rome, Ingres was obliged to entertain

distinguished visitors, from France and

elsewhere, to the Eternal City. It was in

the context of one of these social duties

that he met a young diplomat, Vicomte

Othenin d'Haussonville, and his new

bride, Princesse Louise de Broglie, in July

1840, during Haussonville's posting at

the French embassy in Naples.
1

Ingres

returned to Paris in the spring of 184 1, as

did the Haussonvilles later that year; after

they had settled in, they invited the artist to

dinner. This information, as well as a great

deal more about Louise's comings and

goings, is known from the reports of her

childhood tutor, Ximenes Doudan. On
February 23, 1842, Doudan wrote, "Yester-

day we dined at madame d'Haussonville's

with M. Ingres."
2
Under the circumstances,

Ingres had reason to believe that a request

for a portrait was clearly in the works.

Returning to Paris, he had found him-

self lionized for the first time in his life: he

was being given a huge banquet attended

by members of the various academies and

presided over by the marquis de Pastoret

(see cat. no. 98) and was invited to the

grand households in the faubourg St.-

Germain ofsome of the same individuals

who had visited him in Rome. Yet he

quickly came to realize that it was not sim-

ply the pleasure of his company that was

sought in those salons, but rather the plea-

sure of displaying a portrait by his hand

over the mantel. Everyone knew that the

first new commission accepted by Ingres

after his return was to portray the handsome

due d'Orleans, heir to the throne of France

(see cat. nos. 121, 122). No greater trophy

could be had for a family that supported

the Orleans regime than a portrait by

Ingres. By June 22, 1842, Ingres had

agreed, despite some hesitation, 5 to paint

two more in addition to the already com-

pleted portrait of the duke, as Edouard

Gatteaux wrote Charles Marcotte: "He has

committed himself to doing two portraits,

one of madame Rothschild and one of the

due de Broglie's daughter. He has already

made an ehauche [oil sketch] of one, the

other will be sketched soon, but he will

not finish them until next winter."4 Ingres

had thus submitted to the richest man in

Paris, Baron James de Rothschild (see cat.

no. 132), and to one of the most prominent

aristocrats associated with the Orleans

government, the due de Broglie (see cat.

nos. 145, 146).

Gatteaux's identification of Louise

d'Haussonville (1818-1882) was socially

acute, since it was the daughter of the due

de Broglie rather than the wife of the

vicomte d'Haussonville who had tempted

Ingres. Achille-Charles-Leonce-Victor,

due de Broglie (1785-1870), whose wife,

Albertine, was the daughter of the cele-

brated writer Madame de Stael, held a

number of important positions in the gov-

ernment of Louis-Philippe. First appointed

to the ministry of religion, then to the

ministries of public instruction and foreign

affairs, he finally assumed the presidency

of the Council of State and was sent as

ambassador to London, before retiring

with the fall of Louis-Philippe in 1848.

Evidence of the esteem with which the

king regarded him can be measured by his
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Fig. 239. First Oil Sketch for "Comtesse

d'Haussonville, " 1842. Oil on canvas,

43
7/
s
x 29V in. (m. 5 x 75.5 cm). Galerie

Jan Krugier, Geneva

Fig. 240. Louise d'Haussonville, 1842 (N 390).

Graphite and white highlights on paper,

12 x SV
g

in. (30.4 x 21.8 cm). Musee Bonnat,

Bayonne

1836. At first she did not love her husband:

"I wanted to marry young and have a

brilliant position in society. And that,

basically, was the only reason I wanted to

marry him." Summing up her situation,

she considered herself "pretty, rich,

admired. My parents were distinguished

and good. My mother, it is true, did not

interest herself in me with sufficient care

or regularity, and my father not at all.

Finally, what was I missing to be happy?"

As a mature woman, she realized that

her unhappiness was caused, in part, by

a lack of contentment: "I have always

spent my life pursuing imaginary benefits

and dreams, and neglecting or failing to

recognize the real blessings that were all

around me."'

Handsome and considerate, young

Joseph-Othenin-Bernard de Cleron,

vicomte d'Haussonville (1809—1884), was

assignment to escort to Paris the crown

prince's future bride, Helene, grand duchess

of Mecklenburg-Schwerin. Although Victor

de Broglie and his son Albert were vocal

opponents of the Bonaparte regime, both

were elected to the Academie Francaise, a

bastion of Orleanism, during the Second

Empire. Albertine de Broglie, who died

when Louise was twenty, was—like her

mother— intellectual, somewhat reclusive,

and a passionate Protestant.

By all accounts, Louise rebelled against

her ascetic upbringing. In her remarkable

memoirs, recovered by Edgar Munhall,

she recalled that "there were two persons

inside me, the good and the evil, and the

evil usually overcame the good." She

described her "taste for society, for flirta-

tion, and for pleasure [which] continued to

dominate me. . . . There lay the great mis-

understanding between my poor mother

and me." As an adolescent, her "secret

dream then (a dream I well knew to be

more or less forbidden) was a life of soci-

ety, of triumphs, of flirtation." One of the

first men she flirted with was Othenin

d'Haussonville. She immediately sensed

that he was exactly the kind ofyoung man

whom she would eventually marry, and

that was "enough to offend [her] whimsi-

cal imagination." Encouraged by her

mother, she did marry him, in October
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Fig. 241. Lorenzo Ghiberti

(1370/1378-1455). Hannah,

1425—52. Bronze. East door of

the Baptistery, Florence

v

one of those real blessings. Like Louise's

brother Albert, Othenin had embarked on

a promising career in the ministry of for-

eign affairs. After their marriage, he was

posted in Brussels, where their first child

was born; unhappily, the baby lived no

more than six months. When Othenin was

later posted in Naples, Louise went up to

Coppet, the house near Geneva that her

mother had inherited from Madame de

Stael, to have her second child, Mathilde,

in July 1839. Othenin was elected to the

National Assembly in 1842 and again in

1846. Cast into the opposition in 1848, he

wrote a history of French foreign relations

under the July Monarchy, contributed to

the distinguished conservative periodical

Revue des deux mondes, and was elected to

the Academie Franchise. The couple's third

child, Gabriel-Paul-Othenin, born in 1843

while Ingres was working on the portrait

of Louise, became a prolific writer as well.

He too was elected one of the forty "immor-

tals" of the Academie Franchise, making

Louise d'Haussonville, in the words of a

contemporary, "daughter, wife, mother and

sister of Academicians."
6

The progress on Louise's portrait that

Gatteaux had mentioned on June 22, 1842,

was confirmed by Ingres four days later in

a letter to his friend Jean-Francois Gilibert:

"I have sketched in the portrait ofM™
d'Haussonville." 7 In this oval ebauche

(fig. 239), he readily captured some of the

essential characteristics ofthe portrait to be:

the tilted head, the smile, the index finger
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placed coyly at the jaw, the simple dress,

the hair plainly parted in the middle. It

was a flirtatious Louise—confident of her

ability to charm, unaware of her vapid

expression—who first posed for Ingres.

The artist developed his ideas for the por-

trait in some quick pencil studies, in

which he introduced a chimneypiece, a

mirror, and a reflection.
8 About the

same time, that is, in the first half of 1842,

Ingres made an independent pencil por-

trait of the countess in which she holds a

handkerchief rather than bringing her hand

to her face (fig. 240).

Shaken by the accidental death of the

due d'Orleans in July 1842, Ingres was

soon completely occupied with the ensuing

memorial commissions (see cat. nos. 121,

122). In letters dating from the autumn

and winter of 1842, he cited the portrait

of Louise as among his unfinished works.

Writing Gilibert in February 1843, he

mentioned that "between now and the first

of June, when I will take possession of

Dampierre, I still have to finish: 1st the

copy of the portrait of the due d'Orleans

[cat. no. 122]; 2nd the cartoon for the

Archangel Raphael [fig. 196]; 3rd, the

full sketch for the portrait ofMme

d'Haussonville [fig. 239] that I wanted to

start over, which will be better beyond

comparison."9 But Ingres could not have

known then that Louise had recently

become pregnant with her fourth child,

expected in September 1843, and thus

would be unavailable to pose throughout

the entire year and part of the next. Then,

for much of the late summer and autumn

of 1844, the Haussonvilles traveled in the

eastern Mediterranean. "Alas," Ingres

wrote, "... I cannot finish the portrait of

Mme d'Haussonville this year."
10
Ingres

could thus not have had access to his

model until early 1845, when presumably

the ebauche made two and a half years

earlier (fig. 239) was abandoned. Ingres

ultimately obliterated with gray paint the

image that he had "wanted to start over"

and, at the end of his life, gave the canvas

to a student, Raymond Baize, for reuse. By

1882 Baize had removed three obscuring

layers of paint to reveal the ghostly

sketch, which in the end he sold to the

Haussonvilles." (At the same time, Othenin

commissioned an exact copy of Ingres's

portrait to hang in their Paris residence

after the original was moved to Coppet.)

Louise d'Haussonville appears to have

become a different person by 1845, and the

new studies that Ingres made that year

reflect her maturity and refinement.

'

2 A
drawing now at the Fogg Art Museum

(cat. no. 126) shows her as thoughtful—her

lips parted to tell us something—rather

than ingratiating. With her face and figure

now fuller and her hair pulled higher on

her head, she has a statuesque appearance,

as if Ingres were revealing the source of

the pose in the famous relief of Hannah on

Ghiberti's Baptistery doors in Florence

(fig. 241).
13
In the Fogg drawing, Ingres

had changed the direction in which Louise

faces, from right to left, and placed himself

at an angle to the chimney. Louise, for her

part, then decided to change her dress.

The costume with long, full leg-of-mutton

sleeves is replaced by the definitive dress

in three subsequent studies (see cat. nos.
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127, i28):
14

a bodice with short but full

sleeves, a gathered skirt with a ruffle at the

hem, and a shawl wrapped around her

shoulders. In these drawings Ingres was

most concerned with animating the folds

of shawl and dress and distributing high-

lights and shadows. The last of the three

(cat. no. 128) was squared to transfer the

design to canvas, a sign that the artist was

satisfied; he had already worked out the

precise disposition of the fingers, hands,

and arms in a large and handsome drawing

now at the Musee Ingres (cat. no. 129).

But it took one more drawing (cat.

no. 130) for Ingres to find the final pose,

showing Louise without her shawl and

with a single ribbon in her hair.

Most of the subsequent drawings were

full-scale studies for details of the portrait.

One of Louise's face, now at Montauban

(fig. 242), is covered with annotations; as

Munhall has determined, these were used by

Ingres for the drawing now at Carpentras

(cat. no. 131).
15 A small compositional

study (fig. 327) introduced some of the

furnishings, such as the chair at the right

and the sconce at the left, that figure

prominently in the portrait; it may have

been drawn by an assistant."
5 A much more

complete drawing of the composition, now

at Providence/7 was made after the paint-

ing was finished; traced by Ingres from a

photograph of the painting, it was designed

to help the engraver Achille Reveil make an

outline reproduction. Munhall has cata-

logued fifteen extant drawings relating to

the portrait, but he follows Andrew Carn-

duff Ritchie, Hans Naef, and Avigdor

Arikha in speculating that many more were

made, including nude figural studies now

lost.
18
While that number would constitute

one of the most extensive ensembles of

studies for a painted portrait by Ingres,

there are also large groups of drawings

for the portraits of Madame Leblanc (1823;

cat. no. 88), Louis-Francois Bertin (1834;

cat. no. 99), and Luigi Cherubini (1842;

fig. 221). Without knowing how many of

Ingres's studies are now lost, it is equally

impossible to determine which portraits

required more drawings.

Ingres announced the completion of the

painting in a letter to Marcotte dated June

18, 1845: "I have finally finished the disas-

trous portrait, which, weary of tormenting

me, has given me the most complete suc-

cess during four days of a little exhibition

chei mot."™ Accounts differ on how fast

Ingres worked on the portrait. Theophile

Silvestre wrote in 1856, "Sometimes he

seems to shake off this wretched slowness:

a few hours sufficed for adding the arms

of the model to the unfinished portrait of

madame d'Haussonville."
20
While this

passage confirms that Ingres employed a

model to supplement sessions with the sit-

ter, Louise herself experienced slowness

more than anything else: she told a corre-

spondent that "for the last nine days Ingres

has been painting on one of the hands."
21

As usual, Ingres probably made studies at

the site of the portrait—a sitting room of

the Hotel d'Haussonville, at 35, rue Saint

Dominique—and supplemented them with

sessions at his studio at the Institut de

France, where he actually painted the can-

vas. The cool northern light of that studio

permeates the picture, even though every

detail of the image, as Munhall has observed,

seems to conform to actual appearances.

The garniture de cheminee, which still

exists, comprises a mix-and-match group
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® of Sevres, Paris porcelains in the style ol

Sevres, and vases of either European or

Asian manufacture with French ormolu

mounts. Sporting informal arrangements of

spring flowers, they rest on a mantel draped

with velvet, a mid-nineteenth-century

fashion encouraged by upholsterers. Two

armchairs, covered in white damask to

match the white dado, are placed against

the wall. One holds the ocher cashmere

scarf and the handkerchief that Louise has

discarded. Although the simplicity of her

silk-taffeta dress—of a subtle steel gray

that is heightened by the dull, warm gray

wall covering—suggests an afternoon toi-

lette, most writers agree that she is dressed

for evening in a robe de petit diner (the

equivalent today of a cocktail dress): for

day she would have been obliged to wear a

hat, which, even if removed, would proba-

bly have been included in the painting.

The simple coiffure (a knot of braided

hair held by a tortoiseshell comb), the red

silk ribbon, and the modest jewelry (a

turquoise-mounted bracelet and ring a la

Cleopatre) bear witness to the sitter's

refinement—and perhaps to her strict

Protestant upbringing as well. Calling cards,

some with dog-eared corners to indicate an

unconsummated visit, are strewn on the

mantel, but the adjacent opera glasses sug-

gest to Munhall, with good reason, that the

countess is either about to leave for or has

just returned from the theater. This theory

is further supported by the fact that, in

the mid-nineteenth century, hats were not

worn at the Opera or the Comedie-

Francaise, women arriving instead with

their hair arranged with combs and deco-

rated with a cache-peigne or ribbons, as

Louise's is here.
21

Ingres was relieved that the portrait met

with approval when he showed it to mem-

bers of Louise's family in his studio in the

summer of 1845, as he wrote Marcotte in

June:

Family, friends, and above all that loving

father (the due de Broglie) were delighted

with it. Finally, to crown the work,

M. Thiers [Adolphe Thiers, several times

minister and president of the Council of

State under Louis-Philippe, and the min-

ister to whom Ingres reported from

Rome]—and I was not present—came
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Fig. 242. Studyfor "Comtesse d'Haussonville"

(Face), ca. 1845. Graphite on paper, 5

1/ x

5'/ in. (13. 1 x 14 cm). Musee Ingres, Montauban

(867.264)

to see it with the subject and repeated to

her several times this wicked remark,

"M. Ingres must be in love with you to

have painted you that way." But all this

does not make me proud, and I do not feel

that I have conveyed all the graces of that

charming model.
23

He reported much the same thing in a

letter to Gilibert from Dampierre in July:

"Despite all my distaste, the portrait of

Madame d'Haussonville has already cre-

ated a furor of approval, first with M. le

due de Broglie, his family, and his numer-

ous friends in the elite. It was seen four

days before my departure [for Dampierre],

and it will be there [in my studio] until my
return, when we will see it varnished."

24

These letters confirm that above all

Ingres was working for the approval of the

due de Broglie and his "numerous friends

in the elite" and also that he sensed that he

may have failed to convey adequately his

sitter's personality. In fact, not everyone

was pleased with the portrait. Louise's

tutor, Doudan, wrote Madame de Stael that

"M. Raulin is defending the portrait of

Madame d'Haussonville as well as he can

against the universal attacks, and he is

right."
25 A few weeks later, Ingres con-

fessed that he detected some unhappiness

in Louise's life. Responding to Marcotte,

who had encountered Louise in July 1845

at the spa of Mont-Dore in the Auvergne,

he wrote: "As for our lovely, untamed lit-

tle Vicomtesse, I think that though she is

loved, I must on the whole pity her, for
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perhaps it is not entirely within her discre-

tion whether or not she is loved."
26

It is not known whether Ingres deliv-

ered the canvas to the Haussonvilles after

his return to Paris from Dampierre in the

fall of 1845. Nevertheless, he included it in

his next exhibition at the Galerie Bonne-

Nouvelle, which opened on January 11,

1 846.
27 The critical response to the works

Ingres displayed—major figure paintings

such as Antiochus and Stratonice (fig. 194),

the Grande Odalisque (fig. 101), and Oedipus

and the Sphinx (fig. 82), as well as three

portraits, those of Bertin (cat. no. 99),

Mole (fig. 158), and Haussonville—was

predictable in its tone, although the

Haussonville portrait was especially noted.

Theophile Thore, an ardent republican

and champion of Realism, disliked Ingres's

stylizations:

The portrait ofMme
d'Haussonville

demonstrates a new aspect of M. Ingres's

talent. Here the artist has sought grace

and charm; he has been prodigal with

details—the vases of flowers and the

mirrors—whereas he affects austerity in

his portraits of men. The subject lent her-

self to this, no doubt; but the manner of

M. Ingres is ill adapted to these trifles.

The pose ofMme
d'Haussonville is almost

the same as that of Stratonice. The bare

arm supporting the head has charm; it

emerges from a lilac bodice whose color

clashes violently with the blue velvet that

covers the console.
2

Many subsequent writers have com-

mented on the similarity of Louise's pose

to that of Ingres's Stratonice; Munhall dis-

covered that Louise, an amateur artist,

even once made a watercolor in which a

contemplative Dido assumes Stratonice's

pose.
2
' More important, as Munhall

observed, was Thore's association of

Ingres's willful distortions with the con-

cept of "art for art's sake":

In the end, M. Ingres is the most Romantic

artist of the nineteenth century, if Roman-
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ticism is an exclusive love of form, an

absolute indifference to all the mysteries

ofhuman life, a skepticism in philosophy

and politics, an egotistical detachment

from all common and shared feelings. The

doctrine of art for art's sake is, in effect, a

sort of materialistic Brahmanism that

absorbs its initiates, not into the contem-

plation of the eternal but into an obsession

with external and perishable form.'
0

Baudelaire, always the contrarian, rev-

eled in Ingres's insistent and passionate

artfulness. He considered the three portraits

on view "true portraits, that is to say, the

ideal reconstruction of the individuals."
31

And he countered that as an "impassioned

lover of antiquity and of its model, respect-

ful servant of nature, [Ingres] makes

portraits that rival the best ofRoman

sculpture."
32 Above all, Baudelaire felt,

Ingres revealed his talent in his depictions

ofwomen: "He applies himself to the

slightest beauties with the keenness of a

surgeon; he follows the lightest undulations

of their outlines with the slavishness of a

lover. The Angelica [fig. 104], the two

Odalisques [figs. 101, 190], the portrait of

Mme d'Haussonville are works of a pro-

found voluptuousness." 33 In another

review, he stated: "His libertinism is serious

and full of conviction. Ingres is never so

happy nor so powerful as when his genius

comes to grips with the feminine charms

of a young beauty. The muscles, the folds

of flesh, the shadows of the dimples, the

mountainous undulations of the skin,

nothing is missing." 34

Ingres obtained the loan of the portrait

for his monumental display at the Expo-

sition Universelle of 1855 and placed it in

a position ofhonor (fig. 302): just to the

right of the center of a wall, it was hung

next to The Virgin with the Host, beneath

The Apotheosis ofHomer, and as a pen-

dant to the Comte Mole. Since the center of

the wall opposite was occupied by a por-

trait of Prince Napoleon and The

Apotheosis ofNapoleon I {fig. 303), the

overall effect must have been of an

Orleanist delegation at a party given by

the Bonapartes. Nevertheless, few of the

innumerable articles published on Ingres's

display singled out the Haussonville por-

trait for discussion. One exception was a

piece reprinted in the gossipy L 'Artiste in

which Ingres's besotted student Amaury-

Duval remarked that "the play of the mir-

ror in which madame d'Haussonville is

reflected and the very exact reproduction

of the apartment are the sort of difficulties

that M. Ingres enjoys imposing on himself,

with the blithe spirit of a confident man." 35

The use of a mirror in Ingres's portraits of

women, one of the artists's favorite con-

ceits, can be traced from the depiction of

Madame de Senonnes (cat. no. 35) to that

of Madame Moitessier seated (cat. no. 134).

Deriving from Boucher's extraordinary

portrait ofMadame de Pompadour (fig. 20),

the view with a mirror was so extensively

employed in nineteenth-century fashion

illustration that it had become a cliche

(see fig. 271). Yet Ingres's portrait still

carried the weight of authority. Hippolyte

Flandrin, a devoted disciple, quoted from

it when he portrayed his wife (fig. 244),

and Degas, the greatest of Ingres's follow-

ers, paid homage to it in his pastel of his

sister Therese standing in their father's

study (fig. 245)—although he gave his

picture a typical note of disquiet, in con-

trast to the confident charm of Ingres's.

In 1867 the Haussonvilles again lent the

canvas, this time to Ingres's great memor-

ial retrospective. It was there that the art

administrator and theorist Charles Blanc

formed the complete view of Ingres's art

that resulted in the biography and catalogue

he published in 1870. Blanc considered the

style of execution of the Haussonville

portrait to be a reflection of Ingres's

waning years:

The entire portrait appears to be seen

through a thin veil of gray touching on

lilac. The eyes of the model have a

drowned look that is not without charm.

She exudes distinction and an easy grace

that the painter, often mannered and stiff,

has not always found, but behind this uni-

form haze, interposed between the paint-

ing and the viewer, the life of the model

seems numbed. We are in the presence of

one of those images that appear in dreams

with a mixture of precision in some details

and vagueness on the whole. It is a long

way from here to the portraits, so firm, so

limpid, so well clothed in light, so alive,

so palpable in appearance, ofMme de

Senonnes [cat. no. 35] and Mme Devaucay

Fig. 244. Hippolyte Flandrin (1809-1864),

Madame Hippolyte Flandrin, nee Aimee Ancelot,

the Artist's Wife, 1846. Oil on canvas, 32'^ x

26 in. (83 x 66 cm). Musee du Louvre, Paris

[sic; fig. 87]. It is clear that the master's

sight had weakened with age and that the

sun that shone for him then was not the

sun of Italy.
3
*5

The gray light and soft focus of the

painting have prompted modern writers,

such as Aaron Scharf and William

Hauptman, to speculate that Ingres used

photographs to make this painting and that

Fig. 245. Edgar Degas (1834-1917), Therese de

Gas Morbilli, 1869. Pastel on paper, 20 x 13^ in.

(50.8 x 34 cm). Private collection
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the final appearance is somehow sugges-

tive of photography.37 This is highly

unlikely, for the first daguerreotypes were

not made until 1839, just two years before

Ingres began work on the portrait. From

about 1850 Ingres did use photography to

record his work, but there is yet no proof

that he employed it in place of live models

prior to the late 1850s, when he based a

self-portrait on a photograph (cat. no. 148).

If the pose and format of Ingres's portrai-

ture are reminiscent of early photography,

that is because the early photographers

were generally artists trained in the same

conventions as painters were.

After her portrait was painted, Louise

d'Haussonville established a small reputa-

tion as a writer. Inspired by her gifted

grandmother—Madame de Stael, who was

the subject of one of her early essays—she

wrote short romantic novels and studies of

historical figures, often women. Her best-

known works, however, were about men:

Robert Emmet (1858), the tale of an Irish

revolutionary hanged by the British in

1803, and /.aJeunesse de Lord Byron (1872),

followed by Les Dernieres Annies de Lord

Byron (1874). In the last, she revealed her

frank assessment of the place ofwomen in

contemporary society: "Usually, where

women have been put is where they stay,

with that vague idea, instilled since infancy,

that women are made for suffering—even

while they now and then amuse them-

selves as a distraction from the sad fate

society has in store for them." 38 Her por-

trait hung at the Hotel d'Haussonville

until her death in 1882, but by middle age

she no longer resembled it. When she

encountered Prosper Merimee in the mid-

1860s, he was shocked to see that she had

grown fat. In a sharp repartee that he later

recounted to friends, Louise attacked first

the emperor for having no brains and then

the empress for having unattractive shoul-

ders. Merimee, an author, historian, and

high-ranking official in Bonaparte's gov-

ernment, felt obliged "to tell her that she

[the empress] was one of the small number

ofwomen who had not put on too much

weight with the passing years." He was

surprised by the countess's appearance,

noting that she had had smallpox and "has

hardly any hair left." But the comtesse

had not changed the way she wore the hair

that remained: "One sees . . . the rue de la

Paix running down the center of her

head." 39 g.t.
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sold in 1925 by the grandchildren ofLouise

d'Haussonville to Wildenstein & Co., Paris and

New York; purchased by the Trustees of the

Frick Collection, New York, January 13, 1927

Exhibitions: The artist's studio, 1845; Paris

1846, no. 52; Paris 1855, no. 3365; Paris 1867,

no. 93; Paris 1874, no. 261; Paris 1910, no. 96;

New York 1985-86, no. 50; New York 1986

References: Anon. 1846, pp. 33, 61-62;

Anon., January 15, 1846; Anon., January 18,

1846; Anon., January 30, 1846 (H. M.), pp. 236-37;

Anon., February 1846, pp. 182-85; Anon.,

February 1, 1846 (G. G.), pp. 3-6; Anon.,

February 1, 1846, pp. 1-3; Anon., February 11, 1846

(C. A. D.); Anon., February 14, 1846, p. 379;

Anon., March 8, 1846 (F. C. A.), pp. 41-42; Blanc

1846; Delecluze, January 28, 1846; Jal 1846,

pp. 201-2; Jubinal 1846, pp. 61-62; La Fizeliere,

February 1, 1846; Lagenevais 1846, pp. 538, 539;

Lenormant 1846, pp. 664-74; Lestelley 1846,

pp. 257-58; Mantz 1846, p. 200; Ronchaud,

February 19, 1846; Saint-Louis 1846; Thore 1846,

pp. 54, 58, 59; Thore, March 10, 1846; Ver-Huell,

January 20, 1846; Ver-Huell, January 25, 1846;

Magimel 1851, no. 67, ill. (engraving by Reveil);

About 1855, p. 133; Anon., July 6, 1855, p. 68;

Belloy, June 10, 1855; Du Camp 1855, p. 83;

Duval 1855, p. 414; Gautier 1855, p. 165; Gebauer

1855, p. 27; Lacroix 1855, p. 207; Mantz 1855,

p. 226; Mornand 1855, p. 227; Nadar, September

16, 1855; Niel, June 17, 1855; Niel, July 15, 1855;

Perrier 1855, p. 45; Petroz, May 30, 1855; Thierry

1855, p. 203; Amaury-Duval 1856, p. 177; Duval

1856, p. 49; Silvestre 1856, pp. 20, 28, 31, 32, 38,

39; Fishes et etudes 1856, p. 116; Anon., April 7,

1867, p. 109; Castagnary, May 18, 1867; Merson

and Bellier de la Chavignerie 1867, pp. 23, 116;

Ronchaud 1867, p. 445; Blanc 1867-68, pt. 6

(1868), p. 36); Blanc 1870, pp. 144-45; Delaborde

1870, no. 126; Doudan 1876—77, vol. 3, p. 172;

Mommeja 1904, p. 103; Mommeja 1905a,

pp. 138-39; Wyzewa 1907, pi. XXXII; Boyer

d'Agen 1909, pp. 349, 360, 363, 367, 370-71, 379;

Lapauze 1911a, pp. 380-84, ill. p. 393; Amaury-

Duval 1921, p. 250; La Renaissance de Van

francais 1921, ill. p. 262; Bell 1926, pi. Ill, b;

Frohlich-Bum 1926, pp. 29, 60; Hourticq 1928,

p. 88, ill.; Zabel 1930, p. 374, ill. p. 371; Pach 1939,

pp. 40, 103—5, 10 ^i m - °PP- P- I9^J Ritchie 1940,

pp. 119—26, figs. 1, 15; Cassou 1947, p. 68, pi. 23;

New York, Frick Collection 1949, pp. 196—200;

Alazard 1950, p. 106, pi. LXXX; Wildenstein

1954, no. 248, pis. 91, 92; Mathey 1955, p. 7;

Mongan 1957, p. 4; Garrisson 1965, p. 10; Cam-

bridge (Mass.) 1967, under nos. 85, 86, fig. 12;

Rosenblum 1967a, p. 148, pi. 40; New York,

Frick Collection 1968, pp. 134—40; Radius and

Camesasca 1968, no. 138, ill.; Scharf 1968, pp. 26,

27, fig. 18; Clark 1971, pp. 359-60, pi. I; Baudelaire

1975—76, vol. 2 (1976), pp. 412, 460; Hauptman

1977, pp. 121—22, fig. 1; Naef 1977—80, vol. 3

0979), PP- 3 2 7, 332 , 334, 335, 33<5, 4^6, "1. P- 3*7,

fig. 1; Cambridge (Mass.) 1980, under no. 45;

Montauban 1980, under no. 96; Picon 1980,

p. 67; Ternois 1980, no. 291, ill.; Louisville, Fort

Worth 1983-84, p. 140, ill. p. 141; Bryson 1984,

pp. 167-69, fig. 96; Tubingen, Brussels 1986,

under nos. 51—52, ill.; Rosenthal 1987, pp. 177,

n. i, 180, 184, 406; Zanni 1990, no. 92, ill.;

Innsbruck, Vienna 1991, pp. 41-42, fig. 13;

Le Baron Taylor 1995, pp. 34, 112, 123, pi. 65;

Fleckner 1995, pp. 215-17, 237-49, pi. V; Vigne

1995b, pp. 249-50, fig. 204; Roux 1996, pp. 19,

27, 70, pi. 21
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Cat. no. 126. Studyfor "Comtesse d'Haussonville"

ca. 1845

Graphite, squared

9%* (23.4 x 19.6cm)

Signed lower left: Ing

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

Bequest ofMeta and PaulJ. Sachs 1965.0294

New York only

Provenance: Alfred Beurdeley; his sale,

Galerie Georges Petit, Paris, December 2, 1920,

no. 242; Wildenstein and Co., Inc., New York;

purchased from them by Paul J. Sachs, 1927; Paul

J. and Meta Sachs; their bequest to the Fogg Art

Museum, Harvard University Art Museums,

Cambridge, Mass., 1965

Exhibitions: Saint Petersburg 1912, no. 664;

Cambridge (Mass.) 1929, no. 86; Saint Louis

1933; Cambridge (Mass.) 1934, no. 47 [eb];

Brooklyn 1939; Springfield, New York 1939-40,

no. 45; Winnipeg 1954, no. 13; Chicago,

Minneapolis, Detroit, San Francisco 1955-56,

no. 107; Bloomington 1957; Rotterdam, Paris,

New York 1958—59, no. 135; New York 1961,

no. 55; Cambridge (Mass.), New York [eb]

1965-67, no. 45; Cambridge (Mass.) 1967, no. 85;

New York 1972, no. 9; Cambridge (Mass.) 1980,

no. 45; Miami 1984, no. 94; New York 1985—86,

no. 39; Tubingen, Brussels 1986, no. 51

References: Zabel 1930, pp. 378, 381, ill.

p. 374; Mongan and Sachs 1940, no. 704, fig. 375;

Ritchie 1940, pp. 122, 123, 126, fig. 8; Huyghe

and Jaccottet 1948, p. 173, ill. p. 8; New York,

Frick Collection 1949, p. 199; AlaEard 1950,

pi. LXXIX; Slatkin and Slatkin 1950, pp. 18, 66;

Huyghe and Jaccottet 1956, p. 165, pi. 8; Watrous

1957, p. 122, ill. p. 137; Ternois 1959a, preceding

no. 64; Montauban 1967, under no. 123; Paris

1967-68, under no. 234; New York, Frick

Collection 1968, p. 138; McCarthy 1978, pi. 7;

Leymarie, Monnier, and Rose 1979, ill. p. 70;

Ternois 1980, p. 101; Golden 1986, p. 61, fig. 2;

Fleckner 1995, fig. 85; Mongan 1996, no. 242, ill.

Cat. no. 127. Studyfor "Comtesse d'Haussonville
"

ca. 1845

Black chalk andgraphite

14
'4
x Sl^in. (3S.9 x 20.4 cm)

Inscribed at right offigure: plus de mouvement /

grand foyer de / lumiere / plus [crossed out]

[more movement /great source of/ light /

more (crossed out)]

At lower right, the artist'sposthumous atelier

stamp (Lugt 1477)

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

Bequest ofMeta and PaulJ. Sachs 1965.029$

New York only

Provenance: Etienne-Francois Haro

(1827-1897), Paris; Ernst May (1845-1925),

Paris; Alphonse Kann (1870-1948), Paris and

London, until 1920; purchased from him by Paul J.

Sachs, 1920; Paul ]. and Meta Sachs; their bequest

to the Fogg Art Museum, Harvard University

Art Museums, Cambridge, Mass., 1965

Exhibitions: Cambridge (Mass.) 1929,

no. 88; Cambridge (Mass.) 1934, no. 46 [eb];

New York 1961, no. 56; Cambridge (Mass.) 1964,

no. 21; Cambridge (Mass.), New York [eb]

1965-67, no. 46; Cambridge (Mass.) 1967,

no. 86; Paris 1967—68, no. 235; New York 1972,

no. 10; Cambridge (Mass.) 1980, no. 46; New
York 1985-86, no. 42

References: Zabel 1930, pp. 378, 381;

Mongan and Sachs 1940, no. 705, fig. 376; Ritchie

1940, p. 123, fig. 10; Cassou 1947, pi. 22; Bertram

1949, pi. XXIX; New York, Frick Collection

1949, p. 199; Alazard 1950, pi. LXXVIII; Millier

1955, pi. 38; Watrous 1957, ill. p. 131; Rosenberg

1959, p. 107, fig. 195b; Ternois 1959a, preceding

no. 64; Montauban 1967, under no. 123; New

York, Frick Collection 1968, p. 138; McCarthy

1978, pi. 8; Picon 1980, ill. p. 90; Ternois 1980,

p. 101; Golden 1986, p. 61, fig. 1; Mongan 1996,

no. 243, ill.

Cat. no. 128. Studyfor "Comtesse d'Haussonville"

ca. 1845

Graphite and black chalk, squared

14 x8'/s in. (35.4 x 20.5 cm)

Signed lower right: Ing

At upper left, the artist'sposthumous atelier

stamp (Lugt 1477)

Collections ofthe Societe des Arts de Geneve, Ing. 2

Gift ofM. Rene Engel

New York only

Provenance: Rene Engel, G eneva; his gift

to the Societe des Arts de Geneve, 1925

Exhibitions: Geneva 1963, no. 68; New York

1985-86, no. 43; Tubingen, Brussels 1986, no. 52

Reference: New York, Frick Collection

1968, p. 138; Fleckner 1995, fig. 89

Cat. no. 129. Studyfor "Comtesse d'Haussonville"

(Arms)

ca. 1845

Black chalk

i8
3/
s
xi2%in. (46.8x31 cm)

Inscribed upper left: bras de me d'haussonville

[arms of Madame d'Haussonville]

Muse'e Ingres, Montauban 867.262

Provenance: The artist's bequest to the city

of Montauban, 1867; Musee Ingres, Montauban

Exhibitions: Paris 1867, no. 352; Paris 1921,

no. 148; Malmo, Goteborg, Stockholm 1965,

no. 52, ill.; Montauban 1967, no. 125; Paris

1967-68, no. 236, ill.; Montauban 1970, no. 22;

Liverpool, Kingston-upon-Hull, London

1979—80, no. 35, ill.; Montauban 1980, no. 98;

Tokyo, Osaka 1981, no. 98, ill.; Mainz 1983,

no. 45, ill.; New York 1985-86, no. 40, pi. 6

References: Lapauze 1901, pi. 18; Malingue

1943, ill. p. 9; Millier 1955, ill. p. 6; Ternois 1959a,

no. 69, ill.; Cambridge (Mass.) 1967, under

no. 86; Paris 1967-68, under no. 235; Pansu

1977, fig. 68; Picon 1980, ill. p. 91; Ternois 1980,

ill. p. 146; Fleckner 1995, fig. 86; Vigne 1995a,

no. 2667, ill.

Cat. no. 130. Studyfor "Comtesse d'Haussonville"

ca. 1845

Black chalk andgraphite

i3
7/
g
x 6 7/

s
in. (35.1 x 17.3 cm)

Signed center left: Ing

At upper right, the artist'sposthumous atelier

stamp (Lugt 1477)

The British Museum, London 1886-4-10-31

New York only

Provenance: Alphonse Wyatt Thibaudeau,

Paris and London; purchased from him by the

British Museum, London, 1886

Exhibition: New York 1985-86, no. 44

References: Opresco 1928, pp. 243-44;

Ritchie 1940, p. 123, n. 22, fig. 11

Cat. no. 131. Studyfor "Comtesse d'Haussonville"

(Head)

ca. 1845

Graphite

i2
5/gX 85/

s
in. (32x22 cm)

Inscribed at top: faire luire les cheveux / tres

claire [make the hair shine / very light]

At upper left, the artist'sposthumous atelier

stamp (Lugt 1477)

Musees de Carpentras, France 1899.407

New York only

Provenance: M. Leonce de Seynes; his gift

to Jules-Joseph-Augustin Laurens, intended for

the museum, Carpentras; given to the Musees de

Carpentras, January 1900

Exhibitions: Montauban 1967, no. 128;

Paris 1967-68, no. 237; New York 1985-86,

no. 48

References: Sibertin-Blanc i960, p. 9, ill.;

Fleckner 1995, fig. 88
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132. Baronne James de Rothschild, nee Betty

von Rothschild

1848

Oil on canvas

55
7/
s
x39%in- (141.9x101 cm)

Signed and dated center left: J. Ingres Pinxit

1848 [J.
Ingres painted (this) 1848]

Inscribed upper right above the Rothschild coat of

arms: B™ BETTY DE ROTHSCHILD
Private collection

London only

TV260

"Do you know who is Viceroy and even

King of France? It's Rothschild." So

wrote the wife of the Russian ambassador

to France in 1840.
1

She was speaking of

James de Rothschild (1792-1868; figs. 247,

260), the youngest of the five famous

sons of the Frankfurt banker Mayer

Amschel Rothschild. Known collectively

as Metternich's bankers because of their

role in the post-Napoleonic restructuring

of Europe, the Rothschilds supported the

Bourbon government by providing loans

for the war damages that the allies had

imposed on France. But James rose to

prominence during the reign of Louis-

Philippe (1830-48), becoming an intimate

of the king, dining frequently at the Palais

des Tuileries, and investing his private

fortune. Perhaps a more significant sign of

James's status at court was how warmly his

wife was received: "Queen Marie-Amelie

herself has received Mme de Rothschild

with a welcome regard that is all the more

touching since the duchesse d'Angouleme

[niece of the former king, Charles X]

always refused to receive her; baronne de

Rothschild finds herself associated with

most of the good ladies who manage the

queen and her daughters-in-law."
2

James de Rothschild participated in

many of the major projects launched under

the government of Louis-Philippe—from

financing in 1833 the first railroad in

France, the Paris to Saint-Germain line,

and, more spectacularly, in 1845 the Ligne

du Nord to Lille and Brussels, to bankroll-

ing new construction and industry in

Paris, Lyons, and Marseilles—thus antici-

pating many of the great changes in the

French economy that were realized during

the Second Empire. He also lived quite

flamboyantly, in a style that foreshadowed

another significant aspect of life during the

period. In 1817, at the age of twenty-five,

he bought a chateau at Boulogne, on the

outskirts of Paris; the following year he

purchased a house in the center of town,

only to buy another, the grand Hotel

d'Otrante, in December of the same year.

The former house and two adjacent to it

on the rue d'Artois (later renamed the rue

Lafitte) would become the fortress from

which James launched his conquest of

Paris. The Austrian ambassador to Paris,

Rudolphe Apponyi, noted in his diary a

dinner "at the house of the famous banker

de Rothschild . . . James is thirty-two,

small, ugly, and proud, but he gives par-

ties and dinners. The grand lords make

fun of him but are no less charmed to go to

dinner there, where he brings together the

best company in Paris." 3 For Balzac he

served as the inspiration for the baron de

Nucingen; for Stendhal, the father of

Lucien Leuwen.4

On July 11, 1824, James married Betty

(1805—1886), the daughter of his eldest

brother, Salomon, who lived in Vienna.

As James confided, "In our family, we

have always tried to keep love in the fam-

ily: in this sense, it was more or less under-

stood since childhood that children would

never think of marrying outside the fam-

ily, so that our fortune would never leave

it."
5 Together they had five children:

Charlotte, Mayer-Alphonse, Gustave-

Salomon, Salomon-James, and Edmond-

James. Known for her beauty and culti-

vation—Chopin was her piano teacher

—

Betty maintained a brilliant salon at 19, rue

Lafitte, an eighteenth-century house in the

Chausee d'Antin quarter, not far from the

Stock Exchange. (Her father eventually

moved into the house next door, the Hotel

Lannoy, where the emperor Napoleon III

had been born.) Balzac, Heine,
6
Liszt,

Puccini, Meyerbeer, and Moreau were

guests at dinners there prepared by Marie-

Antoine Careme, Talleyrand's former

chef, who had also worked for the courts

at London and Saint Petersburg. In 1836

the Rothschilds commissioned Henri

Duponchel, who had worked with the pre-

vious architects, to rebuild the house with

elaborate interiors in the late-medieval

style of the reign of Francis I, recently

back in vogue. Joseph-Nicolas Robert-

Fleury provided troubadour paintings for

one salon,7 for which the sculptors Jean-

Baptiste Klagmann and Jean-Jacques





Fig. 246. Detail of cat. no. 132

Feuchere collaborated on the richly carved

boiseries. Paintings of troubadour subjects

by Ary Scheffer, Delacroix, and Bonington

were hung in the various reception rooms,

which when not carved were extensively

decorated with gilding and paint. To

commemorate one of many elaborate

fancy-dress balls hosted by the Rothschilds,

Betty and her son Alphonse posed in

medieval costume for a portrait set in the

Salon Francois I.
8

Ingres had probably not encountered

the Rothschilds prior to his triumphal

return to Paris in 1841, but for them, as for

other elite intimates of the royal court, he

was the most coveted portraitist, growing

in desirability each time he refused a com-

mission. The Rothschilds laid siege and

seemed to have won a concession by early

summer 1842, just after Ingres completed

the portrait of the due d' Orleans. On

June 26 Ingres reported to his friend Jean-

Francois Gilibert, "And Tuesday, I have a

definite sitting with Mme de Rothschild,

which came at the price of a dozen puerile

and sincere letters. Long live portraits!

May God damn them . . .
!" 9

Ingres appears to have immediately

captured the pose at that first session.

The earliest study extant (fig. 249) shows

Betty seated, head held in hand in a man-

ner quite similar to that of the comtesse

d'Haussonville (cat. no. 125).
10

Just as

Ingres adapted the pose of the marquis de

Pastoret (cat. no. 98) for the portrait of the

due d'Orleans (cat. no. 121), so he seems to

have taken the position ofthe head and arms

of the comtesse d'Haussonville, seen from

a different angle, as a point of departure

for his depiction of Betty de Rothschild.

Ary Scheffer's 1842 portrait of Charlotte

de Rothschild (fig. 248) may also have

provided a model for Ingres. In that work,

Charlotte is seated, her hand brought to

her face, in the same room with green

damask wall hangings and deep red uphol-

stered furniture in which her mother was

to be depicted; in fact, the portrait of Betty

may have been conceived as a pendant to

the likeness of her daughter. There are

two additional drawings that were proba-

bly made during Ingres's initial work on

the commission in 1842 (figs. 250, 251),

since the dress the baroness wears in

them—one with a curved neckline and

short, tight sleeves—is different from the

one she wears in the final painting.

Work on both the Haussonville and

Rothschild portraits was interrupted in July

1 842 by the accidental death of the due

d'Orleans. Ingres's energies were to be

taken up for some time with royal com-

missions for repetitions of the duke's por-

trait and designs for the stained glass of his

memorial chapel. In February 1843, he gave

"the head ofM me
de Rothschild" as the

fourth item in a long list ofwork that needed

to be completed before the beginning of

June, when he planned to go to the Chateau

de Dampierre to work on his murals for the

due de Luynes." It is not known whether he

made any headway. That summer, antici-

pating his duties in the autumn, he wrote,

"Finally, in November, more drudgery:

the Rothschild and Haussonville ladies,

another copy of the prince (it is the fifth), a

full-length due d'Orleans."
12
In December

1843 Ingres mentioned to Gilibert the "two

portraits of ladies that are only sketched

in," meaning Haussonville and Rothschild.' 3

Six months later, he wrote, "Alas! They

are naming a street after me and I cannot

finish the portrait ofMme
d'Haussonville

this year, and that ofMme
de Rothschild

needs to be begun again! I am compelled

to do another.'"4

Evidently Ingres intended to discard

his original canvas in order to begin again,

just as he had done with the portrait of the

comtesse d'Haussonville, but this first

attempt has never resurfaced; more likely

it exists, scraped down, under the present

picture. In the summer of 1845, when the

Haussonville portrait was finished, the

Rothschild portrait remained incomplete:

"Before giving myself over to my impor-

tant work, I still have two portraits of the
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Fig. 247. Andre-Adolphe-Eugene Disderi

(1819— 1889). James de Rothschild. Photographic

carte de visite (detail), 1859. Cabinet des

Estampes et de la Photographie, Bibliotheque

Nationale de France, Paris

first order to finish: Madame de Rothschild

and Madame Moitessier.'"
1 Work for the

Rothschilds finally seems to have pro-

gressed during the spring of 1847, for in

June of that year he wrote: "I have barely

finished M rae de Rothschild, begun again

better, and the portrait ofM me
Moitessier.

Cursed portraits! They always prevent me

from undertaking important things that I

cannot do any faster, for a portrait is such

a difficult thing.""' Since Ingres repeated

that the barely finished portrait had been

begun again, it would seem that this new

version was in fact quite recent.

The remaining preparatory drawings,

four at Montauban and three at Bayonne,

appear to date from one prolonged cam-

paign in the first half of 1847 (figs. 252—58).

They show Ingres working out the rela-

tionship of the arms to the head and of the

underlying figure to the voluminous dress.

Above all, they show him arranging the

elaborate sequence of folds of the skirt as

it cascades over the hips and legs of the sit-

ter. The most famous of these studies, a

drawing of the skirt in black and white

chalk (fig. 255), achieved the status of an

independent work of art: it was exhibited

in 1861 and 1867 and was photographed by

Charles Marville. A description of the

work in 1861 indicates that it had been

executed on pink paper (which has now

faded to white): "The exhibited drawing

shows only the dress, ornamented with

numerous bows, ofwhich the smallest

pleats are studied with infinite care. Traced

with black crayon on pink paper, this sketch

is skillfully heightened with white.'" 7

Nevertheless, Ingres was dissatisfied with

how the folds fell over the extended leg.

On an additional sheet (fig. 256), he drew

the skirt falling from the knees straight to

the floor.'
s
The face of the baroness does

not appear in this second set of drawings,

which were probably made from a profes-

sional model long after Ingres had com-

pleted painting the sitter's features from

life on his canvas. One of the last details to

be resolved was the position of the right

hand: drawings early in the sequence show

the hand with folded fingers, while later

ones have the fingers extended to hold a fan,

the subject of a separate drawing (fig. 257).

The study of the left arm (fig. 258) was

drawn from a right arm and then reversed,

as Georges Vigne has observed.
1'

It has not previously been noted that the

two sets of drawings—those circa 1842

and those circa 1847—depict two different

dresses. This change of costume is sub-

stantiated both by Ingres's own stated

resolve to begin the picture anew and by

an important commentary from the critic

Louis Geofroy. Writing in 1848, after

viewing the completed portrait in Ingres's

studio, Geofroy reported that the color of

the dress had been transformed for aes-

thetic reasons:

There is a whole story about the dress: it

was originally blue, having been selected

according to the preference of the model;

but once the painting was finished, the

artist, unhappy with the effect, suddenly

decided to change it without saying a

word or asking anyone. Going back to his

painting with coats of lacquer, he submit-

ted it to a total transformation in two

days. Great disappointment at the news

and repeated entreaties brought the artist

to the brink of reverting to the preferred

color. "Madame," he responded phleg-

matically, "I paint for myself and not for

you. Rather than change anything, I

would prefer to keep it for myself." And

he would have done as he said. M. Ingres,

for all that, was right. The light red that

he adopted warmed the general tone of

the picture, and harmonized better with

the pomegranate velvet and dark green

damask wall hangings in the background,

a background which, parenthetically, is

too high. The traces of the operation were

not completely erased. The blue under-

painting did not disappear in the places

covered by gauze or by the lace of the

corsage. It results in a bluish tint and, in

certain passages of the fabric, violet

reflections, which, perhaps intentionally,

give the silk a rich effect.
10

This fascinating story, excerpted from a

long account that is reprinted below, must

have been largely invented. For one thing,

it is inconceivable that Ingres would have

threatened the baroness with the words

Geofroy ascribes to him, even if he may

have boastfully said to others that he had.

For another, while there may have been a

blue dress (perhaps conforming to the

gown of the early drawings) under the

present red one, the color change does not

appear to have been an arbitrary decision by

the artist. A previously unknown account

has recently been found of the baroness

wearing what may be the very dress that

Ingres depicts in the finished portrait.
21

She was observed by a reporter for the

Fig. 248. Ary Scheffer (1798-1858), Charlotte,

Baronne de Rothschild, 1842. Oil on canvas.

Private collection
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Fig. 249. Studyfor "Baronne de Rothschild,''

ca. 1842. Graphite on paper, 2 3/xiV
s

in.

(6.9 x 6 cm). Musee Ingres, Montauban

(867.370b)

Fig. 250. Studyfor "Baronne de Rothschild, "ca. 1842.

Graphite on paper, 6'/x-j'/
g

in. (16.5 x 18 cm). Musee

Ingres, Montauban (867.372)

Fig. 251. Studyfor "Baronne de Rothschild,

ca. 1842. Graphite on paper, 5V x 4^ in.

(14.6 x 12.5 cm). Musee Ingres, Montauban

(867.371)

Journal des dames et des modes at a musical

fete given in Paris by the due de Nemours

in March 1847, just as Ingres was working

on the portrait:

The pretty Mme
de R . . . was wearing a

dress of rose taffeta, the full length [of the

skirt] ornamented with shirred puffs

forming four bands; a flat corsage, low

cut, the front ornamented with a puff

forming a point strewn with small sequins;

short sleeves with clumps of satin ribbons

on the shoulder falling over the sleeve; a

soft cap in green velvet, decorated with a

panache of sequined marabou feathers.
12

Although it is true that this description

omits the lace on the bodice as well as the

satin bows, the remainder of the report

is remarkably close. Even if this is not a

description of the dress in Ingres's portrait,

there can be no doubt that the baroness

owned the dress that we see, since Ingres

always scrupulously rendered precisely

what was placed before him; it is also

probably not a coincidence that a study of

the skirt (fig. 255) was executed on pink

paper. Furthermore, the blue-gray tint of

the lace and the poufs in the portrait are

probably not the result of repainting but

rather an accurate representation of the

colored lace
—

"blondes de couleur"

—

and netting then in fashion. The dress, an

up-to-date and elaborate ball gown, is

very close to several illustrated and

described in Paris fashion magazines from

the year 1847: "For balls . . . dresses are
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excessively low cut and furnished with

corsages, bows, flowers, or colored lace.

The sleeves descend a bit and are very

decorated; the waists are long and quite

arched in front and behind; the skirts are

layered and very voluminous."
25 Another

account states that "these ribbed velvet

hats, very simple and having no ornament

other than a long plume, are very stylish."
24

The jewelry of the baroness was no less

fashionable: "Pearls have made a strong

comeback 'a la mode': we have seen at

Guillion 's, ready to leave for a northern

court, a magnificent bracelet composed of

five rows of black pearls with a diamond

clasp."
2

' The bracelet on Betty's right arm

is similarly styled but is made of white

pearls clasped with an enormous ruby.

That on her left arm, a jewel-studded knot

in gold and steel, "what one calls artistic

jewelry, that is to say an obvious mix of

iron and gold, is the latest style."
26

Betty

evidently understood that the great

parures of matching tiara, necklace, ear-

rings, and brooches, as worn by Queen

Marie-Amelie, were hopelessly out of

date. Describing the women at a charity

ball held in Paris in August 1847, a fashion

reporter noted that "there were diamonds

and jewels, but, you understand, they were

not worn by the women who have inher-

ited their stones; that luxury is in bad taste,

as are all passing fads. The only jewels

properly worn are brooches, buckles, pins,

and the artistic bracelets of Guillion."
27

Following his custom, Ingres exhibited

the completed painting in his studio in the

summer of 1848. Its display along with the

Venus Anadyomene (fig. 201) made a

strange juxtaposition but one that was no

less bizarre than, say, the exhibition of

the portraits of Cherubini and the due

d'Orleans with The Virgin with the Host

(fig. 200) in 1842. Needless to say, the por-

trait of Betty de Rothschild was immediately

understood and well received. Theophile

Gautier, a worldly critic who probably

was acquainted with the baroness, wrote a

most appreciative review:

In a neighboring room, shining on an easel,

there was a completely modern painting

with a completely different feeling [from

that of the Venus Anadyomene].—It was a

portrait, the portrait of madame de R. . . .

It [would be] difficult to make a person-

ality and a social position better understood

[than Ingres did] with the choice of the

pose and the arrangement of the costume.

The artist had to paint a woman of the

world, the world that bathes in an atmos-

phere of gold; he knew how to be opulent

without being ostentatious, and he cor-

rected the sparkle of the diamonds with

the flash of intelligence and wit.

Madame de R . .
.

, dressed in a gown of

lively and brilliant pink, has just seated

herself amid splendid pleats and rich fab-

rics that still billow; one of her elbows

rests on her knee; her right hand casually

plays with a closed fan; the left hand, half

folded, barely touches her chin. The eye



Fig. 252. Studyfor "Baronne de Rothschild" (Nude),

ca. 1847. Graphite on paper, n'/jXfi 1
/ in.

(30 x 15.8 cm). Musee Bonnat, Bayonne

Fig. 253. Studyfor "Baronne de Rothschild" (Legs),

ca. 1847. Black chalk on paper, x 10'^ in.

(38.6 x 25.7 cm). Musee Bonnat, Bayonne

Fig. 254. Studyfor "Baronne de

Rothschild, "ca. 1847. Graphite on

paper. Musee Bonnat, Bayonne

sparkles, lit by a retort ready to burst from

her lips. It is a spirited conversation, begun

in a ballroom or at supper, that is still going

on; one can almost hear what the inter-

locutor is saying just outside the frame.

The headdress comprises a beret of

black velvet that graciously accompanies a

white feather.—This Athenian of the rue

Mazarine [Ingres] had the coquetry to

place his grand style at the service of the

fashion press, and this beret, which the

milliner Mme Baudrand could sign, is,

despite its exactitude, [rendered] in the

most beautiful Greek style.

Once time has passed its patina over

this admirable portrait, it will have color

as beautiful as a Titian. At present, it has a

vigorous and striking tone that the most

lively colorists of our school could obtain

only with difficulty.

Never before has M. Ingres made any-

thing so simply bold, more lifelike, or

more modern; to extract beauty from

one's own milieu is one of the most

difficult tasks of art.
28

It is not certain in which room Ingres

set this witty conversation. The walls

hung with green damask do not corre-

spond to photographs of the various salons

at 19, rue Lafitte prior to its destruction in

1967, nor to drawings of the 1836 recon-

struction. But the decor ofmany of the

smaller rooms is no longer known. Betty's

portrait, as well as that of Charlotte—if

not set at 19, rue Lafitte—may show one

of the sitting rooms at their country house

at Ferrieres before Joseph Paxton and

Eugene Lami completely rebuilt it during

the Second Empire. After construction at

Ferrieres was completed in the early 1860s,

Ingres's painting of Betty and Hippolyte

Flandrin's likeness ofJames were hung on

the green walls of the grand living hall of

the palatial mansion (fig. 259).

Like Gautier, Louis Geofroy wrote at

length after viewing the portrait of the

baroness in Ingres's studio in 1848. His

tale of the dress was excerpted above, and

the majority of his remarks concerning the

portrait are as follows:

Let us pass into the neighboring room.

We find ourselves facing the portrait of

Mme
la baronne de Rothschild. We are

transported from the sphere of dreams to

the real world, [to stand] before reality in

its most complete expression. It is good that

these completely opposite works were not

placed side by side; there are not more than

four or five steps separating them in which

to prepare for such an abrupt transition.

At first sight, this portrait causes a bit of

surprise. The eye needs to adjust to the

luxurious reds that initially strike it; but

once it has entered into this range of col-

ors, it can only admire the precision and

the richness. The spectator, captivated by

this unexpected color, is reminded of pre-

vious portraits by the author, in which the

perfection of the drawing, the extreme

truthfulness of the gestures, the study of

details pushed to the ultimate, sufficed,

even in the absence of color, to create

works so remarkable. Finding here the

same qualities enhanced and completed,

he does not hesitate to place this work in

the first rank. And in fact the portrait of

Mme
de Rothschild is as good as that

of M. Bertin; that says it all. Same bold

stroke, same amplitude, same power. . .

.

This time M. Ingres could use color, and

he did so with verve. . . .

The sitter, seated on a divan, faces the

viewer as if in the midst of an attentive

discussion, the knees crossed, the left

hand lightly supporting the chin, the right

arm thrown sideways with abandon, hold-

ing a closed fan. The head is dressed with
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a soft hat in black velvet, attached in the

back and decorated with two white plumes

that fall left and right, framing the hair

with bluish highlights like those of a

raven's wing. The arrangement of the

head, which recalls certain portraits of

Van Dyck, admirably brings out the

whiteness of the forehead and temple and

the more vivid color of the rest of the

face. Two large eyebrows a I'orientale are

drawn on the forehead, whose polish

glows; in the same manner life and wit

sparkle in the eyes. This section is washed

with abundant light and studied with

extreme care. Evidently the artist has

devoted all his skill to highlighting this

part and to retaining, by the vivacity of

the expression, the irregularity of the

lines. There is nothing softer and at the

same time more intelligent than her look,

which strikes one as that of a sincere

woman. How well that goes with the

friendly smile that lifts the corners of the

mouth! There is nothing more lifelike

than this head, which seems to emerge

from the canvas to ask us a question; there

is nothing more natural than this pose full of

ease and casual elegance. M. Ingres excels

at giving his models the pose that corre-

sponds to their nature. His choice of a pose

is ordinarily the fruit of assiduous obser-

vation in his studio, most often studied

without clothes, and that is one of the rea-

sons why his portraits are so lifelike. Why
do we usually decide, without knowing

the model, that his portraits resemble the

sitters? It is because one finds such real-

ism, such truth in technical details. It is

because one knows that nothing has been

included without a reason, nothing is left

to chance, that the picture is life itself, life

viewed from the fact. Thus, ifwe encounter

in the portrait ofM me
de Rothschild a joint

a bit too thick at the left wrist, it is appar-

ently because M. Ingres would never per-

mit himself to omit a defect that he had

before his eyes. Should we attribute to the

same scruples the change in the skin, which

seems to have been caused by a head cold,

around the lips? If I remember correctly,

the same defect was noticed in the portrait

ofMme
d'Haussonville. Until it is proved

that there was a fortuitous resemblance

between two models simultaneously

struck by flu, we will blame M. Ingres for

this infection.

The arms and the shoulders are hand-

somely drawn and modeled almost with-

out shadow; yet the eye turns around

them. There is the same freshness of color

and transparency as in The Anadyomene.

The dazzling shoulders are richly set off

from the dark velvet of the cushions. And

the fabrics! They are surely of Venetian

manufacture, and would have hardly dis-

honored the shoulders of a doge. The

[dresses] of such a woman as they are

made today [do] not lend [themselves] to

the grand designs of [antique] drapery; one

falls into dryness and minutiae in restrict-

ing oneself to reproducing them exactly as

they are. M. Ingres has triumphed over

that difficulty. He has wrinkled the satin

bows and the gauze marvelously. The silk

gown, decorated with gauze in a manner

that eliminates large masses, is painted

with such truthfulness and amplitude that

one does not miss the majestic folds of the

[Greek] stola. [The story of the dress,

quoted above, falls here.]

Rarely has the severe brush of M.

Ingres drawn with such compliance and

verve the seductive disorder of shimmer-

ing fabrics and of jewels of a thousand

colors. It is painted con amove, and to find

respite, as he says, from the nude, to which

he has devoted himself at Dampierre. . .

.

We appreciate that he has proved his need

for this riot of color. When twenty-five

years will have passed over this magic,

when time will have melted these opulent

reflections, softened the diamonds of these

pins and bracelets, true mosaics in pre-

cious stones, when, above all, time will

have thrown its golden tan over the

magnificent flesh tones, the portrait of

Mme de Rothschild will not fear compari-

son with any left to us by the spirited school

of Venice, and it will be a pleasure to

place it next to a Tintoretto or a Moroni.
2'

Carol Ockman has recently written a

provocative, although unconvincing,

analysis of Geofroy's account, in which

she finds coded references to the sensual

Fig. 256. Studyfor "Baronne de

Rothschild" (Dress), ca. 1847.

Graphite on paper, 8 3/ x SV
S
in.

(22.2 x 21.9 cm). Musee Ingres,

Montauban (867.374)

Fig. 255. Studyfor "Baronne de Rothschild" (Dress), ca. 1847. Black and

white chalk on paper, 13 '/
g
x 10'/ in. (33.2 x 25.9 cm). Musee Ingres,

Montauban (867.375)
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Fig. 258. Studyfor "Baronne de Rothschild" (Arm), ca. 1847.

Red chalk on paper, 15 '/ x 5 in. (38.7 x 12.6 cm). Musee

Ingres, Montauban (867.377)

world of the harem and to conventional

stereotypes of Jewish women. It is true, as

she states, that in the nineteenth century

there was a craze for typology, from

Johann Kaspar Lavater's study of expres-

sion to generic studies of phrenology; it is

also true that in Europe Jewish women,

together with those of other Mediter-

ranean cultures, were characterized as

"oriental," as belonging to the "other,"

which is to say "different from us." But

different does not always mean worse. In

this case, Geofroy is lavish in his praise of

Betty de Rothschild's beauty, intelligence,

and wit, and he discusses these qualities

as flattering terms of respect, not coded

references to her sexual availability. The

phrases that Ockman finds revelatory

—

which she translates as "hair with bluish

tints like the wing of a raven" and "two

large eyebrows 'a rorientale'"—are slim

threads from which to hang a discourse

on anti-Semitism in France, regardless of

Geofroy's own politics. The conventional

stereotype, formulated in the Old Testa-

ment, did call for Jewish women to have

ivory skin, pomegranate lips, and raven-

black hair. Yet abundant documentation

exists, in painted portraits and in photo-

graphs, to indicate that Betty de Rothschild

did in fact possess each of those attributes.

There is no reason to suppose that Geofroy

experienced the "portrait's sexual excess,"

as Ockman sees it.
30 Indeed there is no

reason at all to speak of sexual excess:

such a description is not only wrong but

inflammatory.
3

1

If the artist gave Betty de

Rothschild greater warmth and intimacy

than his other sitters, it could well be

that she simply exhibited those qualities

in abundance.

There has been some question concern-

ing whether Ingres included this portrait

in his display at the Exposition Universelle

of 1855. The catalogue lists a "Portrait de

Mme R . .
." under number 5048, but the

painting is not visible in any of the pho-

tographs of the exhibit. Paul Lacroix listed

the Rothschild portrait among the absen-

tees in 1855,
52
but Emile Bellier de la

Chavignerie catalogued it as present and

Gustave Planche mentioned it in his

review: "The portrait ofMme
de Rothschild

is full of grace and elegance, but I do not

find the same realism that strikes me in the

portrait ofM. Bertin." 33 However, Planche

could have seen Betty's portrait in 1848;

the "Madame R." listed in the catalogue

was Hortense Reiset (fig. 207), whose

likeness was displayed.

While Napoleon III was celebrating his

rise to power at the 1855 exposition, the

Rothschilds were retreating from public

view. Having been so intimately con-

nected to the Orleans regime, it was only

natural for them to be wary of change—in

business and in society. After the February

Revolution, Betty had written to her son

Alphonse on December 30, 1848:

How can we choose a party when the two

candidates have so little in common with

our sympathies and our beliefs? Must we

vote for Louis Bjonaparte], ridiculous

symbol from an illustrious past, a political

nonentity, who has no value other than

as a negative power, this varnished

socialist who, under the polish of agree-

able manners, hides vulgarity? Should we

lean toward the other [Louis-Eugene

Cavaignac] . . . who, when in power,

showed neither sincerity nor ability?
34

When James met with Louis-Napoleon,

he was not impressed. In the same letter,

Betty described their interview to her son:

"Papa talked with him for a long time and

he finds him, between us, a nobody, with-

out any importance whatsoever. He repeat-

edly insisted that your father come see

him often and breakfast with him. Despite

all his advances, your father will keep his

guard and will not push himself forward

along with all those people." 35 At first Betty

refused invitations to the Palais de l'Elysee,

home of the prince-president, but on April

26, 1 849, she wrote, "I have finally broken

the ice and have appeared in the salons of

the Presidency, from which, without giv-

ing the appearance (and the pretension) of

political intrigue, it was difficult to stay

away any longer." 36

Louis-Napoleon's finance minister,

Achille Fould, feared the Rothschilds and

continually counseled Bonaparte that "you

must free yourself from the tutelage of the

Rothschilds, who rule in spite of you." 37

In 1852 Louis-Napoleon awarded the con-

tract for the Paris to Lyons railway to a

consortium ofbankers that united the

Rothschilds with their rivals the Pereires,

but when, in the same year, he allowed the

Pereires to organize the Credit Mobilier

against James's recommendations, Roth-

schild's distrust of his regime was confirmed.

The Credit Mobilier, which financed
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Fig. 259. Hall at the Chateau de Ferrieres. Photograph, ca. 1880. Private collection

industry and business, and the Credit

Foncier, which financed mortgages, were

both founded at the expense of the Banque

de France, which was effectively controlled

(albeit at arm's length) by James. Although

James established the Societe Generate in

1864 to compete directly with the Credit

Mobilier, more and more of his attention was

directed to banking in Italy. Betty devoted

much of the 1850s and 1860s to the build-

ing and furnishing of their extraordinary

palace at Ferrieres, where she recreated the

fetes she had known under Louis-Philippe.

When Napoleon III visited Ferrieres on

December 16, 1862, Rossini himself

directed the choir of the Paris Opera. 38

In 1851 Betty once again laid siege to

Ingres, this time for the purpose of obtain-

ing a portrait of her husband. The artist

complained to Charles Marcotte:

I hope, however, that once I have escaped

from this ambush of portraits . . . but what

am I saying? A superb hamper from Mrae

de Rothschild has just seeded terror in my
heart, because, without a doubt, the portrait

of M. de Rothschild is at the bottom of it.

How can I do it? How? If I did not have

enough resolve with the women, I cer-

tainly will with the men. I will pull out

of this one.39

He did, and handed the commission

instead to his favorite pupil, Hippolyte

Flandrin (fig. 260), who since 1842 had

been Charlotte de Rothschild's drawing

teacher.
40

(Charlotte married her English

cousin Nathaniel de Rothschild in 1842;

for the occasion, Ingres presented her with

a portrait drawing.)41

The Rothschilds commissioned copies

of Ingres's portrait of Betty to give as gifts

to her children and cousins. One of these,

by Hippolyte's brother Paul, was recently

donated to the Israel Museum.42
Betty

also had the portrait photographed by

Andre-Adolphe-Eugene Disderi in 1859 so

that she could distribute it as a carte de

visite; when she herself had sat for Disderi

about two years earlier, she had obligingly

adopted the same pose (figs. 261, 262).43

For her, Ingres's was the essential portrait,

as she explained in a letter to the infamous

comtesse de Castiglione (the mistress of

Napoleon III who was befriended by

Alphonse de Rothschild after her fall from

grace): "There is no other apart from the

one by Ingres, in the pink dress and hat

with feathers, which you did not like."
44

The Rothschilds lent the painting to the

posthumous exhibition of Ingres's work

in 1867. Curiously, it did not elicit copious

comment, although it was always mentioned

in the most flattering terms: "Among the

numerous and superb portraits to be seen,

we will cite those ofMme
la baronne de

Rothschild, Mme
la comtesse d'Haussonville,

Mme Fargeot [sic], M™ Leblanc, Benin

l'aine, Bartholoni [sic], the comte de Mole,

and MM. Bochet and Leblanc."4' Charles

Blanc, writing after the retrospective,

echoed some of Geofroy's language in his

discussion of the relative importance of

accessories to the sitter: "The portrait

shows an obliging and caressing execution

in the fittings and in the jewelry, without

the person shown being crushed by the

magnificence with which she dresses and

the richness with which she surrounds her-

self. Surprised in the natural position of a

salon conversation, Mme de Rothschild is

seated on a sofa of pomegranate velvet." He

goes on to compare Ingres's technique with

that of Holbein: "The satin dress, the neck-

lace, the pearls, the bracelet, the diamonds

and the feathers, despite their execution in

the manner of Holbein, enrich the portrait

without eclipsing it."
4<5

The painting has only rarely been exhib-

ited in public since 1867. After James died

the next year, Betty retired to Ferrieres,

maintaining a certain social presence while

involving herself in the lives ofher children

and grandchildren. It was from one of her

Fig. 260. Hippolyte Flandrin (1809-1864

James de Rothschild, 1863. Oil on canvas.

Private collection
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Fig. 261. Andre-Adolphe-Eugene Disderi (1810—

1889). Baronne de Rothschild. Photographic

carte de visite (detail), ca. 1857—58. Cabinet des

Estampes et de la Photographie, Bibliotheque

Nationale de France, Paris

grandchildren that the portrait—along

with most of the Rothschild collections

—

was seized in France, as Jewish property,

during the German occupation of 1940—45.

Of the paintings shown in Paris in 1946 in

the exhibition ofworks that had been

confiscated by the Nazis and repatriated

by the Allies to France, it was one of the

most spectacular. In 1967-68 the portrait

was displayed in the centennial Ingres exhi-

bition held in Paris, and it has not been lent

since. Its presence in the current exhibition

provides an extraordinary opportunity

to confirm the critic Emile Galichon's

appraisal of it in 1861 as "one of the most

beautiful portraits of a woman painted

by M. Ingres." 47 g.t.
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du Due d'Orleans." Ingres to Gilibert,

July 20, 1843, in ibid., p. 363.

13. "deux portraits de femme qui ne sont

qu'ebauches." Ingres to Gilibert, December

30, 1843, m ^ld., p. 370.

14. "Helas! on donne mon nom a une rue et je ne

puis finir le portrait de M rae d'Haussonville,

cette annee, et celui de Mme
de Rothschild est

a recommencer! Je suis force d'en faire un

autre." Ingres to Gilibert, June 7, 1844, in

ibid., pp. 370-71.

15. "Avant de me mettre tout a fait a mes

grandes oeuvres, j'ai encore deux portraits

de haute volee a terminer: Madame de

Rothschild et Madame Moitessier." Ingres to

Gilibert, July 27, 1845, in ibid., p. 379.

16. "J'ai a peine termine Mme de Rothschild

recommencee en mieux, et le portrait de

Mmc
Moitessier. Maudits portraits! lis

m'empechent toujours de marcher aux

grandes choses que je ne puis faire plus vite,

tant un portrait est une chose difficile." Ingres

to Gilibert, June 24, 1847, in ibid., p. 388.

17. "Le dessin expose ne donne que la robe

ornee de noeuds nombreux, et dont les

moindres plis sont cherches avec un soin

infini. Tracee, avec un crayon noir, sur un

papier rose, cette esquisse est habilement

rehaussee de blanc." Galichon 1861b, p. 43.

18. Carol Ockman interprets the crossed knees

as a sign of sensuality and potential abandon,

but this seems far-fetched to me; see Ockman

1995, p. 68. Charlotte de Rothschild crosses

her knees in the portrait by Scheffer, and yet

she appears virginal and pure.

19. Vigne 1995a, p. 502.

20. "C'est tout une histoire que celle de cette

robe: elle etait bleue dans l'origine, ayant ete

Fig. 262. Andre-Adolphe-Eugene Disderi (1810-

1 889). Ingres $ Portrait ofBaronne de Rothschild.

Photographic carte de visite (detail), 1859.

Cabinet des Estampes et de la Photographie,

Bibliotheque Nationale de France, Paris
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choisie au gout du modele; mais, le tableau

termine, l'artiste, mecontent de son effet,

sans mot dire et sans prendre conseil de

personne, se decide subitement a la changer.

Revenant sur sa peinture avec des empate-

mens [sic] de laque, il lui fait, en deux jours,

subir une transformation complete. Grand

desespoir a cette nouvelle et instances reiterees

aupres de l'artiste, qui est presque somme de

retablir la couleur de predilection. 'Madame,

repond-il flegmatiquement, c'est pour moi

que je peins et non pour vous. Plutot que d'y

rien changer, je garderai le portrait,' et il eut

fait comme il disait. M. Ingres, du reste, avait

raison. Le rouge clair qu'il a adopte a chauffe

le ton general du tableau, et s'allie bien

mieux au velours grenat et au vert sombre de

la tenture damassee qui fait le fond, fond qui,

parenthese, a trop de hauteur. Les traces de

l'operation n'ont pu etre completement

effacees. Le dessous azure n'a point tout-a-

fait disparu aux endroits qui etaient recou-

verts par la gaze et les dentelles du corsage.

Il en resulte pour celles ci une teinte bleuatre,

et, dans certains passages de 1'etoffe, des

reflets violets qui etaient peut-etre dans

1'intention de l'artiste, et qui donnent plus de

richesse a la soie." Geofroy 1848, pp. 448—49.

21. I am extremely grateful to Kathryn Gallitz

for this discovery as well as for many other

insights.

22. "La jolie Mme de R . . . portait une robe en

taffetas rose, ornee dans toute sa hauteur de

bouillonnes formant quatre montans [sic];

corsage plat, decollete, orne sur le devant

d'un bouillonne formant pointe et seme de

petits diamans [sic]; manches courtes et

touffes de rubans de satin posees sur l'epaule et

retombant sur la manche; petit bord en velours

vert, orne d'un panache en marabous [sic]

diamantes." Anon., March 13, 1847, p. 173.

23. "Pour le bal . . . les robes sont excessivement

decolletees et garnies de berthes, de noeuds,

de fleurs, ou de blondes de couleur. Les

manches descendent un peu et sont tres-omees;

les tallies sont longues et tres-busquees devant

et derriere; les jupes sont etagees et tres-

bouffantes." Anon., December 11, 1847, p. 380.

24. "Ses chapeaux en velours epingle, tres-simples

et n'ayant d'autre ornement qu'une longue

plume, sont d'un grand style." Anon.,

December 4, 1847, p. 365.

25. "Les perles reviennent aussi fort a la mode:

nous avons vu chez G[u]illion, pret a partir

pour une cour du Nord, un magnifique

bracelet compose de cinq rangs de perles

noires avec un fermoir en brillant." Anon.,

February 19, 1848, p. 125.

26. "Ce qu'on appelle le bijou anistique, c'est-a-

dire le melange apparent Aufer et de l'or, est

du dernier style." Anon., December 11, 1847,

p. 381.

27. "Il y avait des diamans et des bijoux, mais il

est entendu qu'ils n'etaient pas portes par les
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dames qui ont des pierres hereditaires; ce

luxe etait de mauvais gout comme tous les

luxes de passage. Les seuls bijoux bien et

dument portes etaient les broches, les boucles,

les epingles et les bracelets artistiques de

Guillion." Anon., August 28, 1847, p. 141.

28. "Dans une piece voisine rayonnait sur un

chevalet une peinture toute moderne et d'un

sentiment tout oppose.— C'etait un portrait,

celui de madame de R .

.

"Il est difficile de rendre plus comprehensi-

ble par le choix de la pose et l'arrange-

ment du costume un caractere et une

position sociale.

"L'artiste avait a peindre une femme du

monde, et de ce monde qui nage dans une

atmosphere d'or; il a su etre opulent sans etre

fastueux et a corrige par l'etincelle de l'esprit

les bluettes des diamants.

"Madame de R . .
.

, vetue d'une robe de

satin rose d'un ton vif et brillant, vient de

s'asseoir dans les plis splendides de la riche

etoffe qui bouffe encore; un de ses coudes

s'appuie sur son genou; sa main droite joue

negligemment avec un eventail ferme; la

gauche, demi-repliee, effleure presque son

menton. L'oeil brille, eclaire par une repartie

prete a jaillir de ses levres. C'est une conver-

sation spirituelle, commencee dans la salle de

bal ou au souper, qui se continue; on entendrait

presque ce que dit l'interlocuteur hors du cadre.

"La coiffure se compose d'un beret de

velours noir qu'accompagne gracieusement

une plume blanche.—Cet Athenien de la rue

Mazarine a eu la coquetterie de mettre son

grand gout au service du journal des modes, et

ce beret, qui signerait Mme Baudrand, est, mal-

gre son exactitude, du plus beau style grec.

"Lorsque le temps aura passe sa patine sur

cet admirable portrait, il sera aussi beau de

couleur qu'un Titien. Des a present, il a une

vigueur et un eclat de ton que n'atteindraient

que difficilement les coloristes les plus

vivaces de notre ecole.

"Jamais M. Ingres n'a fait rien de plus sim-

plement hardi, de plus vivant, de plus mod-

erne; degager le beau du milieu ou Ton

plonge est un des plus grands efforts de

l'art." Gamier, August 2, 1848, reprinted in

Gautier 1880, pp. 248—49.

29. "Passons dans la chambre voisine. Nous

voici en face du portrait de Mme
la baronne de

Rothschild. Nous sommes transports de la

sphere des reves dans le monde reel, devant

la realite dans sa plus complete expression. Il

est bien de n' avoir pas mis cote a cote ces

deux ouvrages si opposes; ce n'est pas trop

des quatre ou cinq pas qui les separent pour

se preparer a une aussi brusque transition.

"Le premier aspect de ce portrait cause un

peu de surprise. L'oeil a besoin de se faire au

luxe de tons rouges qui le frappe d'abord;

mais, une fois entre dans cette gamme de

couleurs, il ne peut se lasser d'en admirer la

precision et la richesse. Le spectateur, captive

par ce coloris inattendu, se reporte par la

memoire aux precedens portraits de l'auteur,

dans lesquels la perfection du dessin, 1' ex-

treme verite des attitudes, l'etude des details

poussee a sa derniere limite, avaient suffi,

meme en l'absence de couleur, a creer des

oeuvres si remarquables, et, retrouvant ici

ces qualites agrandies et completees, il

n'hesite pas a placer cet ouvrage au premier

rang. Et de fait le portrait de Mme de

Rothschild vaut celui de M. Bertin; c'est tout

dire. Meme jet hardi, meme ampleur, meme

puissance M. Ingres, cette fois, pouvait

faire de la couleur; il en a fait avec audace

"Le modele, assis sur un divan, se presente

de face, dans l'attitude d'une causerie atten-

tive, les genoux croises, la main gauche sou-

tenant legerement le menton, le bras droit

jete en travers avec abandon et tenant un

eventail ferme. La tete est coiffee d'un petit-

bordAc velours noir, attache en arriere et

orne de deux plumes blanches qui retombent

a droite et a gauche, encadrant une chevelure

a reflets bleuatres comme l'aile du corbeau.

Cet arrangement de tete, qui rappcllc cer-

tains portraits dc Van Dyck, fait admirable-

ment ressortir la blancheur du front et des

tempes, et le ton plus vif du reste du visage.

Deux grands sourcils a l'orientale se dessi-

nent sur ce front, d'une pate brillante; dans

les yeux, a l'avenant, petillent la vie et l'esprit.

Cette partie est baignee par une lumiere

abondante et etudiee avec un soin extreme.

Evidemment l'artiste a consacre toute son

habilete a la mettre en relief et a sauver, par

la vivacite de l'expression, l'irregularite des

lignes. Rien de plus doux et de plus intelli-

gent a la fois que ce regard, qui est a coup sur

celui d'une femme spirituelle. Comme il

s'accorde bien avec le sourire aimable qui

releve les coins de la bouche! Rien de plus

vivant que cette tete, qui sort de la toile et

semble nous interroger; rien de plus naturel

aussi que cette pose pleine d'aisance et d'un

sans-facon elegant. M. Ingres excelle a don-

ner a ses modeles l'attitude qui convient a leur

nature. Le choix d'une pose est d'ordinaire,

chez lui, le fruit d'observations assidues,

faites le plus souvent a la derobee, et ce n'est

pas une des moindres causes de la grande

ressemblance qu'il sait donner a ses portraits.

Pourquoi juge-t-on le plus souvent, sans

connaitre les originaux, que ces portraits

doivent etre ressemblans? C'est qu'on y

trouve un tel realisme, une telle verite de

details techniques, qu'on sait bien que rien

n'est la sans motif, rien n'a ete livre au

hasard, que c'est la vie, la vie prise sur le fait.

Si done nous rencontrons dans le portrait de

Mme de Rothschild une attache un peu epaisse

du poignet gauche, c'est qu'apparemment

M. Ingres ne se sera pas cru permis de sup-

primer tout-a-fait une defectuosite qu'il avait



sous les yeux. Faut-il attribuer au meme

scrupule l'alterafion de la peau, semblable a

celle que produit un rhume de cerveau, qu'on

remarque autour des levres? Si nous avons

bonne memoire, le meme defaut avait ete sig-

nale dans le portrait de M™ d'Haussonville.

Jusqu'a ce qu'il soit constate que cet effet est le

produit d'une ressemblance fortuite entre deux

modeles simultanement enchiffrenes, nous

mettrons ce rhume sur le compte de M. Ingres.

"Les bras et les epaules sont d'un beau

dessin et modeles presque sans aucune

ombre; l'oeil tourne autour. C'est la meme

fraicheur de coloris que dans I'Anadyomene et

la meme transparence. Les epaules eblouis-

santes s'enlevent richement sur le velours

fonce des coussins. Et les etoffes! A coup sur,

elles sont de fabrique venitienne, et n'eussent

point deshonore les epaules d'un doge. Une

robe de femme telle qu'on les fait aujour-

d'hui ne se prete pas facilement aux grands

partis pris de draperies; en s'astreignant a la

reproduire exactement, il n'est pas rare

qu'on tombe dans la secheresse et la minutie.

M. Ingres a triomphe de cette difficulte; il a

chiffonne des noeuds de satin et de gaze d'une

facon toute magistrale. La robe de soie a

volans, garnie de gaze, dans laquelle il ne pou-

vait trouver de larges masses, est touchee avec

une franchise et une ampleur qui ne laissent

pas regretter les plis majestueux de la stola

"Rarement le severe pinceau de M. Ingres

s'etait joue avec autant de complaisance et de

verve dans un fouillis plus seduisam d'etoffes

chatoyantes et de bijoux aux mille couleurs.

II a peint tout cela con amore, et pour se

reposer, comme il dit, du nu auquel il est

voue a Dampierre. . . . Nous comprenons

qu'il ait eprouve le besoin de cette petite

debauche de couleur. Quand vingt-cinq

annees auront passe sur toute cette magie,

quand le temps aura fondu ces reflets opu-

lens, adouci le brillant de ces epingles et de

ces bracelets, vraies mosai'ques de pierres

precieuses, quand surtout il aura jete son

hale dore sur ces magnifiques carnations,

le portrait de Mme de Rothschild ne craindra

la comparaison avec aucun de ceux que

nous a laisses la fougueuse ecole de Venise,

et il y aura plaisir a le placer a cote d'un

Tintoret ou d'un Moroni." Geofroy 1848,

pp. 447-49-

30. Ockman 1995, p. 78.

31. Ibid., p. 80.

32. Lacroix 1855, no. 25, p. 210.

33. Bellier de la Chavignerie 1867, p. 60. "Le

portrait de Mme de Rothschild est plein de

grace et d'elegance, mais je n'y trouve pas

l'accent de verite qui me frappe dans le por-

trait de M. Bertin"; Planche 1855, p. 1143.

34. "Quel parti en effet prendre entre deux can-

didatures si peu en accord avec nos sympa-

thies et nos convictions? Fallait-il voter pour

Louis B., drapeau ridicule d'un illustre passe,

nullite politique qui n'a de valeur que pour

une puissance negative, ce socialiste verni

qui sous le poli de formes agreables cache des

asperites? Fallait-il appuyer l'autre . . . qui,

au pouvoir, n'a montre ni franchise, ni capa-

cite?" Baronne de Rothschild to Alphonse

de Rothschild, December 30, 1848, quoted in

Prevost-Marcilhacy 1995, p. 82.

35. "Papa a longtemps cause avec lui et il le

trouve entre nous nul, sans portee aucune.

II a beaucoup insiste que ton pere vienne le

voir souvent et dejeuner le matin avec lui.

Malgre toutes ses avances, ton pere restera

sur sa reserve et ne se mettra pas en avant

avec tous ces gens-la." Ibid.

36. "J'ai enfin rompu la glace et apparu dans les

salons de la Presidence d'ou, sans me donner

les apparences et la pretention d'une bouderie

politique, il m'eut ete difficile de rester plus

longtemps eloignee." Baronne de Rothschild

to Alphonse de Rothschild, April 26, 1849,

quoted in ibid., p. 82.

37. "Il faut absolument que vous vous affran-

chissiez de la tutelle des Rothschild qui reg-

nent malgre vous." Quoted in ibid.

38. Tulard 1995, p. 1133.

39. "J'espere cependant qu'une fois sorti de ces

embuscades de portraits . . . mais que dis-je?

une bourriche superbe de Mme de Rothschild

vient de semer la terreur dans mes esprits,

car, a n'en pas douter, le portrait de M. de

Rothschild est au bout. Comment faire?

comment? si je n'ai pas eu de caractere avec

les femmes, je n'en manquerai pas avec les

hommes: je m'en tirerai." Ingres to Marcotte,

October 1, 1851, quoted in Blanc 1870,

pp. 172-73, and Ternois 1999, letter no. 74.

40. Jouvenet 1988, p. 40; Miquel 1975, vol. 2,

pp. 411-12. 1 thank Eric Bertin for drawing

my attention to these references.

41. Sold at Sotheby's, London, June 20, 1985, lot

639. 1 thank Eric Bertin for bringing this

work to my attention.

42. See Weiss-Blok 1997.

43. The registers of the Fonds Disderi at the

Bibliotheque Nationale, Paris, leave some

doubt as to which Baronne de Rothschild this

photograph represents. It is recorded that

Betty de Rothschild did sit for Disderi, but

the inventory number for that sitting does

not correspond with that of this photograph.

Nevertheless, the contact sheet is annotated

"Baronne James de Rothschild," and the figure

certainly bears a close resemblance to the one

in the portrait by Ingres. I wish to thank

Sylvie Aubenas, curator in the department of

photographs at the Bibliotheque Nationale,

for her great help, patience, and kindness.

44. "Il n'en existe pas d'autre que celui d'Ingres,

a la robe rose et chapeau a plume que vous

n'aimiez pas." Betty de Rothschild to the

comtesse de Castiglione, quoted in the cata-

logue ofan auction of manuscripts, Hotel

Drouot, Paris, January 21, 1994, lot 193.

45. "Entre les nombreux et superbes portraits

qui s'y verront, nous citerons ceux de Mme
la

baronne de Rothschild, de Mme
la comtesse

d'Haussonville, de Mme Fargeot, de M™
Leblanc, de Bertin 1'aine, de Bartholoni [sic],

du comte Mole et de MM. Bochet et

Leblanc." Anon., April 7, 1867, p. 109.

46. "Ce portrait represente une execution com-

plaisante et caressee dans les ajustements et les

pierreries, sans que le personnage represente

soit ecrase par la magnificence de ce qui

l'habille et la richesse de ce qui l'entoure.

Surprise dans l'attitude naturelle d'une causerie

de salon, Mme de Rothschild est assise sur un

canape de velours grenat." "La robe de satin,

les colliers, les perles, les bracelets, les dia-

mants et les plumes, bien que d'une execu-

tion a la Holbein, enrichissent le portrait

sans l'eclipser." Blanc 1867-68, pt. 7 (1868),

pp. 538-39.

47. Tun des plus beaux portraits de femme faits

par M. Ingres." Galichon 1861b, p. 43.

Provenance: Commissioned by Baron

James de Rothschild in 1841, completed in 1848;

bequeathed by Betty de Rothschild in 1886 to

her son Baron Alphonse de Rothschild (1827—

1905); bequeathed to his son Baron Edouard de

Rothschild (1868-1949); appropriated during

the German occupation of France during World

War II; returned to the family in June 1946; by

descent to the present owner

Exhibitions: The artist's studio, 1848; Paris

1867, no. 103; Paris 1946a, no. 28; Paris 1967-68,

no. 240

References: Gautier, August 2, 1848;

Geofroy 1848, pp. 442, 447-49; Magimel 1851,

no. 93, ill. (engraving by Reveil); Callone 1855,

p. 112; Lacroix 1855, no. 25, p. 210; Planche 1855,

p. 1143; Ponroy 1855, PP- :43~44; Galichon

1861b, p. 43; Anon., April 7, 1867, p. 109; Bellier

de la Chavignerie 1867, p. 60; Montrosier, May 9,

1867; Ronchaud 1867, p. 445; Blanc 1867-68,

pt. 7 (1868), pp. 538-40; Blanc 1870, pp. 172-73;

Delaborde 1870, no. 153; Gautier 1880, pp.

248-249; Mommeja 1904, p. 103; Boyer d'Agen

1909, pp. 349, 360, 363, 370, 371, 379, 388;

Lapauze 1911a, pp. 388-94, ill. p. 411; Frohlich-

Bum 1926, pp. 29-30; Hourticq 1928, p. 94, ill.;

Pach 1939, p. 108; Cassou 1947, pi. 21; Alain

1949, ill.; Alazard 1950, p. 105; Wildenstein 1954,

no. 260, pi. 103; Rosenblum 1967a, p. 154, pi. 42;

Radius and Camesasca 1968, no. 146, ill.; Clark

1971, pp. 360-61, fig. 13; Whiteley 1977, p. 80,

fig. 60; Naef 1977-80, vol. 3 (1979), pp. 335-36;

Ternois 1980, p. 150, no. 304, ill; Zanni 1990,

no. 97, ill.; Ockman 1991, pp. 521-39, pi. 24;

Fleckner 1995, pp. 229-30, 233, fig. 81; Ockman

1995, pp. 67-83, fig. 32, pi. 4; Prevost-Marcilhacy

1995, pp. 36-37, ill.; Vigne 1995b, pp. 250, 254,

fig. 205; Roux 1996, pp. 22, 72-73, pi. 22; Weiss-

Blok 1997, pp. 125-30, fig. 1
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133-144- Madame Paul-Sigisbert Moitessier,

nee Marie-Clotilde-Ines de Foucauld

133. Madame Paul-Sigisbert Moitessier, nee

Marie- Clotilde-Ines de Foucauld, Standing

185

1

Oil on canvas

39
1^in- (146-3 x 100.3 cm)

Signed and dated left, below center: J.A.D.

INGRES P.
xit AN 0

1851 [J. A. D. Ingres

painted (this in the) year 1851]

Inscribed upper right: ME INES MOITESSIER /

NEE DE FOUCAULD.
National Gallery ofArt, Washington, D.C.

Samuel H. Kress Collection 1346.3.18

W266

134. Madame Paul-Sigisbert Moitessier, nee

Marie-Clotilde-Ines de Foucauld, Seated

1856

Oil on canvas

4j'/
4
'x 36 1/

4
in. (120 x 32.1 cm)

Signed and dated center right: J. Ingres 1856 /

AET LXXVI [J. Ingres 1856 / Age 76]

Inscribed upper right: Me INES MOITESSIER /

NEE DE FOUCAULD.
The Trustees ofthe National Gallery, London

NG4821

IV280

135—144. Studiesfor "Madame Moitessier

Standing" and "Madame Moitessier

Seated" (see pages 445—46)

When Ingres's friend Charles Marcotte

approached him about 1844 with the idea

of painting a portrait of Madame Sigisbert

Moitessier, the daughter of one of Mar-

cotte's colleagues at the ministry of state

domains, it must have reminded the artist

alarmingly of his former clientele, largely

drawn from Marcotte's circle of friends,

most ofwhom were middle-level bureau-

crats. Ingres constantly complained that he

had not returned to Paris to paint por-

traits, but a note scribbled by Marcotte on

one of his friend's letters explains how his

mind was changed in this case: "M. Ingres

refused to make the portrait of Madame

Moitessier at first. Later he saw her at my

house one evening and, struck by her

beauty, he wanted to paint her."
1

Ingres

could not have known then that he would

take twelve years to paint not one but two

portraits of the woman whom he called

"la belle et bonne" ("the beautiful and

good"). The seated portrait was commis-

sioned in 1 844, drawn on the canvas by

1847, sketched in by 1848, abandoned in

1849, resumed in 1852, abandoned again in

1853, taken up again in 1854, and finished

by January 1857. The standing portrait

was begun about June 185 1 and completed

in December of that year. The two paint-

ings could hardly be more different: stand-

ing, Madame Moitessier is austere in her

black dress, unsmiling, and imperious;

seated, she is opulent in her dress ofwhite

silk strewn with flowers, smiling, and

majestic. Together the works present two

faces of Second Empire high society

—

pompously serious and seriously ostenta-

tious—rendered in a manner that elevates

them from timebound descriptions of a

particular moment to the timeless realm

inhabited only by the greatest masterpieces.

Marie-Clotilde-Ines de Foucauld

(1821—1897) was the daughter of Charles-

Edouard-Armand de Foucauld (1784-

1849) and Clotilde-Eugenie Belfoy

(d. 1864), who had married on February

16, 1819. Her father was an inspector of

forests at the department of forests and

waterways, ofwhich Marcotte was the

inspector general. Ingres must have

known Foucauld fairly well, because as he

was finishing the standing portrait in 1851,

he regretted that neither his first wife,

Madeleine Chapelle, nor Foucauld had

lived to see it completed.
2 On June 16,

1842, the twenty-one-year-old Ines mar-

ried Paul-Sigisbert Moitessier (1799-

1889), a rich merchant twice her age who

had made his fortune as a wholesaler

importing Cuban cigars. 3 Their marriage

was not, however, quite what it seems.

Newly recovered documents open a win-

dow onto the Moitessiers, overturning

previously held notions about the relative

status of the two partners and providing a

fascinating insight into the affairs of a

prominent businessman at the dawn of

intensive capitalist development in France.4

It has long been thought, for example, that

Ines de Foucauld was an aristocrat who

betrayed her class by marrying a mer-

chant. 5 Yet the birth records of Ines and

Sigisbert reveal that they were both born

in the same small town, Mirecourt, in the

Vosges. The witness to Ines's birth, on

April 24, 1821, was her maternal uncle

Claude-Francois Belfoy, who gave his

profession as "negotiant en dentelles"

(lace merchant). When Sigisbert was born

to Francoise Moitessier, nee Blehee, on

23 nivose, an VII (January 12, 1799), his

father, Louis, gave his profession as

"marchand de dentelles."
6 The families of

Moitessierpere and Foucauld mere were

thus in the same business and must have

been known to each other, if not related.

The wedding contract casts further

light on the relationship between the

Moitessiers, including an explanation for

the difference in age between the groom

and the bride. Sigisbert was a widower, his

first wife, Victoire-Marie-Louise Bonjean,

having died, childless, in Avignon on May

2, 1839. When he married Ines de Foucauld

in 1842, she was living with her parents

at 3, rue de Castiglione, a fashionable

address near the place Vendome. Armand

de Foucauld was by then a conservator of

forests and a chevalier in the Legion of
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Fig. 263. Studyfor "Madame Moitessier Seated,
"

ca. 1846-47. Black and red chalk on paper, 14 x

12'^ in. (35.5 x 30.9 cm). Worcester Art

Museum

Honor, but he remained a civil servant,

affluent but not rich.
7 He offered as a dowry

for his daughter four percent interest on a

capital of 30,000 francs. Sigisbert claimed

400,000 francs as his contribution to the

marriage, representing his share of the

business, Moitesssier Fils et Chatard, that

he owned with his partner, Pierre-Henri

Chatard. He indicated a cash reserve of

96,000 francs, the expected revenue on a

number of loans, and shares of stock of

various companies (railways, canals, and

mines) as well as stock in marine and fire

insurance companies. Ines moved into

Sigisbert's house at 31 (now 39), rue de

l'Echiquier, just north of the Grands

Boulevards near the porte Saint-Denis, a

neighborhood that had been extensively

rebuilt in the 1820s and 1830s.

No doubt the Moitessiers' wedding

prompted the idea of a portrait, but start-

ing in July 1842 Ingres was consumed with

royal commissions for the windows oftwo

memorial chapels of the due d'Orleans and

for repetitions of the duke's portrait. Not

until 1844 did he relent, and in any event

Ines was not fit to sit for her portrait

before then. She became pregant in July

1842 and delivered her first child, Clotilde-

Marie-Catherine, on March 19, 1843. In

July 1845 the artist listed the Moitessier

portrait as one of the "two portraits of the

first order" that were ahead of him; the

Rothschild portrait (cat. no. 132) was the

other work on his easel. Yet nothing

happened. A year later, enumerating his

priorities, he wrote: "I am going to return

to Paris to finish finally (for my sins)

my two big enemies, my two portraits,

while also working on my grand basilica

(already thought out)."9 By the summer of

1847, work had finally begun, but Ingres

expressed his exasperation in a letter to

his friend Jean-Francois Gilibert:

Alas! yes, how is this miserable life going?

I can hardly stand it. Always constrained

by the gnawing distractions of details, I

never accomplish what I want and my dis-

appointments are great. I have barely

finished Mme de Rothschild, begun again

much better, and the portrait ofMme

Moitessier. Cursed portraits! They always

prevent me from undertaking important

things that I cannot do any faster, for a

portrait is such a difficult thing.
10

At the least, Ingres must have drawn his

composition on the canvas at this time,

since Theophile Gautier saw it and pub-

lished a brief description in La Presse on

June 27:

Never has a beauty more royal, more

splendid, more superb, of a type more like

Juno delivered its proud lines to the trem-

bling crayons of an artist. Already the

head lives. A hand of superhuman beauty

presses against the temple and bathes a

violently disjointed finger in the waves of

hair with the frightening and simple

audacity of a genius for whom nothing in

nature is alarming."

Gautier takes note of the distinctive

characteristic of the portrait, which seems

to have been present from the beginning:

the strangely unnatural hand with fingers

arrayed like the arms of a starfish.
12

What may be the earliest drawing to sur-

vive, a portrait head of the young bride

now at Worcester, shows the extraordi-

nary pose, but in reverse (fig. 263). Its

easily recognized source was a famous

antique mural depicting the encounter

between Herakles and his son Telephos

before the enthroned goddess of Arcadia

(fig. 264). Excavated in the Basilica precinct

at Herculaneum in 1739 and considered a

great discovery (Wincklemann, for exam-

ple, mentioned it in his letters),' 5 the work

was installed at the Museo Borbonico in

Naples in Ingres's day. Observers from

Gautier to Degas to Kenneth Clark have

consistently likened the seated Madame

Moitessier to an Olympian godess because

of the gesture that Ingres borrowed from

the wall painting, which he knew in the

original as well as from engravings and

copies that he owned. 14

Fig. 264. Herakles

Finding His Son

Telephos. Roman fresco

from Herculaneum,

79'/x63'^ in. (202 x

171 cm). Museo

Nazionale, Naples
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Fig. 265. Studyfor "Madame Moitessier

Seated, "ca. 1846-48. Graphite on paper,

6V
Z
x 4',/ in. (16.2 x 11.8 cm). Musee

Ingres, Montauban (867.318)

'35

Henry Lapauze states that the sketch

Gautier saw in 1847 depicted the Moites-

siers' daughter Catherine at her mother's

side.
15
X-radiographs of the finished por-

trait show no sign of this, but in a drawing

now at Montauban (fig. 265), the elliptical

head of a child is unmistakable. To learn

more, Lapauze contacted Catherine,

Comtesse de Flavigny, at the turn of the

century, and she responded by sending

him some of Ingres's letters to her mother.

In one, perhaps the first, since it is quite

formal, he invites them to a sitting:

"Madame, Would you be so extremely kind

as to come tomorrow to a sitting about

two o'clock, with bare arms and accompa-

nied by the charming Catherine. I will be

very grateful and ask you, in the mean-

time, to accept my respectful homage and

thousands of friendly greetings from my
wife. Ingres. Friday morning.'"

6

Catherine remembered "a large room

that was quite cold. My mother had her

hand on my head and I had to be very still.

It was very boring. One day, the old man
Fig. 266. Studyfor "Madame Moitessier Seated, " ca. 1846—48. Graphite on paper, 1 1 :

nV
g

in. (30 x 31.5 cm). Musee Ingres, Montauban (867.317)
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in his cotton bonnet became angry. He

declared that little Catherine was impossi-

ble and that he was going to wipe her

out.'"
7
If Catherine could remember the

sessions, she could hardly have been less

than three years old, and if the room was

cold, the sittings probably occurred in the

winter of 1846-47, or, at the latest,

1847—48. Another preliminary study, at

the Fogg Art Museum (cat. no. 135), was

probably made at this time as well.

By the time Ingres made the composi-

tional study at Montauban (fig. 266),

Catherine was gone. But this drawing, like

cat. no. 135 and fig. 265, shows the original

composition: Madame Moitessier seated

on a recamier, with the elbow of her right

arm supported by a cushion placed on the

end of the sofa. An intermediate stage in
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the development of the pose is revealed by

a nude study, drawn from a professional

model, in which the left arm rests on the

arm of a chair rather than in the lap (cat.

no. 136). Once Ingres had decided to place

his subject in a tufted chair, and to let the

left arm rest in the lap, he made some stud-

ies of the skirt (figs. 267, 268), which are

ravishing in their approximation of the

appearance of velvet. He also executed

some drawings of the right arm to deter-

mine the precise angle of the elbow and to

work on the contour of the forearm (cat.

no. 137).
18
These designs were summarized

in a compositional study at the Louvre

(cat. no. 138), which probably gives a

good indication of the appearance of the

portrait when Gautier visited Ingres's stu-

dio again in the summer of 1848.

Meeting Ingres at the Institut to see the

completed portrait of Baronne de Roth-

schild, Gautier once again glimpsed the

unfinished portrait of Madame Moitessier:

Another portrait, still in the state of an

ebauche [oil sketch], is surprising in the

boldness of the sketch and the supreme

majesty of the pose. This imperial

woman, like a Juno, was sculpted with

several strokes of the brush on this white

canvas, which resembles Carrara marble.

But when will M. Ingres finish it? This

respectful host waits for Inspiration to

visit without going out to find her if she is

late in coming; Inspiration, that beautiful,

lofty virgin with whom the convulsive

artists of our precipitous epoch have so

often been brutal.
1 '

X

Fig. 267. Studyfor "Madame Moitessier Seated" (Skirt), ca. 1847-48. Black

chalk and white highlights on paper, 8 x 12^ in. (20.3 x 31.8 cm). New
Orleans Museum of Art

Fig. 268. Studyfor "Madame Moitessier Seated" (Skirt) , ca. 1847-48.

Charcoal and white highlights on paper, 8 3/ x 11 in. (21.4 x 27.9 cm).

Musee Ingres, Montauban (867.319)

432 CATALOGUE



RMf 'Mi {

wit r,

Unfortunately, Inspiration stayed away,

and Death took Madame Ingres in July

1849. ingres could finish nothing in the

months before her death and for a year

afterward. It has not been previously

noted, however, that Madame Moitessier

was also preoccupied at this time: she

endured the loss of her father on March

29, 1849, and later in the year she became

pregnant with her second child. Just before

the birth of Francoise-Camille-Marie on

August 19, 1850, the Moitessiers decided to

move to a grand hotelparticulier at 42, rue

d'Anjou, a small but fine street that ends in

the rue du Faubourg Saint-Honore. Situated

in a quiet, aristocratic quarter between the

place de la Madeleine and the Elysee

palace and said to have been constructed

by Francois Delondres for the politician

Antoine-Omer Talon, the house was

acquired by Sigisbert Moitessier at the end

of July 1850.
20 With two portes cocheres,

four floors, and a large garden that extended

to the next street, it could accommodate

the growing family as well as splendid

entertainments. Since the purchase was not

completed until January 1851, Ines gave

birth at their country house in Villiers, just

outside Paris, near Neuilly.

Settling into her new house and resum-

ing her social life after the birth of her

daughter, Madame Moitessier began to

think about the unfinished portrait. Much

to his discomfort, she began to needle

Ingres just as he had begun to make some

progress on the portrait of the princesse

de Broglie (cat. no. 145). He confided to

Marcotte in June 1851, "You see, I have

sketched in Mme
de Broglie to everyone's

satisfaction and without much trouble; and

this one, our beautiful one, with all of her

goodness (Mme
Moitessier), cannot stop

reminding me that her [unfinished] portrait

was begun seven years ago."
21
According

to one account, Monsieur Moitessier, who

for his new house had ordered and received

a painting ofJupiter and Antiope (W 265;

Musee du Louvre, Paris) from Ingres in

185 1, saw the unfinished seated portrait of

his wife and demanded that the artist

either complete it or destroy it.
22

Evi-

dently Ingres decided to begin again

from scratch, as he had done when dis-

satisfied with the portrait of Madame

d'Haussonville. In June or July 1851,

work recommenced in earnest. This time

Madame Moitessier would wear the elabo-

rate toilette of a grand soiree or ball and

would stand adjacent to an upholstered

mantel in the Salon Rouge of her new

house,
23

a tapestry-covered chair at her

side to hold her evening accessories.

Ingres adopted a three-quarters-length

format, which he had also employed for

the original portrait of the due d'Orleans.

One ofthe earliest drawings (cat. no. 139)

depicts Madame Moitessier resting her

right arm on the back of a chair, wearing

a dress with applied flounces of lace, and

looking past the viewer to the space beyond.

The next drawing shows her with her head

and shoulders turned to direct a smile

toward the viewer; both hands rest on her

skirt, and her shawl of Chantilly lace is

tucked into her neckline (cat. no. 140).
24

This followed current fashion: theJournal

des dames et des modes reported that shawls

in "black lace belong with the simplest

ensembles—but they are so large that they

cover up, one might say, more than half of

a woman." 2
' Another study shows a dif-

ferent dress and an intermediate position

for the arms.
26

Ingres found the definitive

placement of the arms in a subsequent

drawing (cat. no. 141), although he contin-

ued to study the right arm along the left

margin of the sheet. By this point Madame

Moitessier had changed her dress again.

The lace flounces of the skirt were gone;

in place of the pleated bodice with arched

neckline visible in cat. no. 139, the new

bodice has a flounce of lace that descends

from a much lower bateau neckline. The

sheet is squared and was thus probably
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transferred to canvas, yet Ingres contin-

ued to study the left arm on a sheet now

at Montauban, on which he adjusts the

dimples at the elbow and the precise dis-

position of the fingers.
27 The artist was

clearly infatuated with his sitter's fleshy

arms, to the point that it became a topic

of discussion among his friends (see

below).

Although he was making progress,

Ingres remained apprehensive, as he told

Marcotte later that same summer:

Despite the splendid phrases employed by

our beautiful and good Madame Moitessier,

it is no less true that the match is not yet

won; it will be decided, however, with a

sitting for that terrible and beautiful head. At

two o'clock, Madame Moitessier will arrive

from Villiers expressly for our appointment,

and I pray that a routine bloodletting by

the bleeder Magendie has not altered those

beautiful eyes, that divine face.
28

One is tempted to associate that session

with the magnificent study of the head,

"terrible and beautiful," now at the Getty

(cat. no. 142).

Ingres must have worked on the portrait

through the summer of 1851 (having

renounced the murals at Dampierre, he

could no longer enjoy his summers as a

guest of the due de Luynes). In a letter to

Madame Moitessier, he boasted of his

progress:

You will kindly reserve an invitation for

me when I have finished your dress,

which I am beginning today. I have not

434 CATALOGUE



4 /

i i J
7 A

1

Hi

w

wasted my time: your arms are done as I

wanted; you are bigger, and that is good.

In a word, I am not too unhappy and I am

full of courage. Do you want me for din-

ner Tuesday? I will bring good news of

the portrait; we will decide lots of things.

In the meantime, beautiful and good

Madame, you have my best wishes and

all my devotion.
2'

Among the remaining issues to be

decided was the delicate question of jew-

elry. Another drawing, now at the Getty

(cat. no. 143), is a tracing that seems to

have been made expressly to consider the

effect of the bracelets and of an ornate

enamel-and-gold Renaissance-style brooch

with cabochon garnets that ultimately

disappeared from this work, only to reap-

pear in the seated portrait. The lace shawl

gathered around the waist was also intro-

duced here.

Sometime during the summer, Ingres

wrote his subject to express his latest

thoughts about her costume:

Since you are certainly beautiful all by

yourself, I am abandoning, after mature

consideration, the projected grand head-

dress for a gala. The portrait will be in

even better taste and I fear that it would

have distracted the eye too much at the

expense of the head. Same thing for the

brooch at your breast; the style is too

old-fashioned, and I beg you to replace

it with a gold cameo. However, I am not

against a long and simple chatelaine,

which I could terminate with the pendant

of the first one.

1841-1867 435



Please then be so kind, Madame, as to

bring on Monday your jewel chest,

bracelets, and the long pearl necklace.'
0

As a postscript, he added, "Let's keep

back the justly curious, even Catherine

[her daughter], in their own interest and

in mine; because finally in the course of

the week the iron gates will open, God

willing, with the additional help oftwo

big sessions." 3 '

On October i, Ingres cautiously

informed Madame Moitessier ofwork that

had been done while she was on holiday:

How happy I will be to see you again

here, but [I need you] only for a little
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while; I will be waiting for you in my

studio at the Institut on the ninth. Don't

get angry, but I still have to add a few

improvements to your beautiful image,

without destroying that which you want

to admire. I have worked a lot, you will

see, enough to make myself quite happy,

especially since the supreme judges,

M. Moitessier and M. Foucauld, have

permitted me to think this way.
32

I will not carry on any further about my

work, except that you no longer have the

ribbons and white darts in your hair. Only

the grapes and leaves remain, to which we

will add, I think, the beautiful yellow-

orange flowers and the velvet ribbons that

I beg you to bring along. The bracelet

on the right arm also needs to be done.

Everything else is done. But we also need

some sort of evening fur—the one you

wrap yourself in when you leave the

ball—to throw on the corner of the chair.

Believe me, Madame, nothing was

sacrificed while waiting for you during

the first days of September, as I see it.

Thus, the tanned Madame, the Moorish

Madame, will be most welcome. 33

Quite a different impression is given by

Ingres's letter to Marcotte two weeks later:

Do you know who I am like? Like some-

one weighed down by a nightmare that he

would like to escape, only he cannot find

his legs. Yes, that is what my unhappy

portraits do to me! I finally have the last

sitting with our "belle et bonne"; but I

still have to do the necklace, the rings, the

bracelet of her right hand, the fur on the

chair, the gloves and handkerchief. Then

I will have to take up again the last glazes

and the finishing touches of this portrait,

which has so painfully occupied my life

for the last seven years.
34

The finishing touches continued until

December. Postponing a session with

Madame Gonse, a new subject (see fig. 208),

Ingres blamed his work on the portrait of

Madame Moitessier, "certainly the most

important among all my works ... the

work of seven years of hopeless effort, for

which critics as well as Parisian society

wait with bated breath." 35 But, he added,

the portrait could be completed in the next

week, "if the winds are good,"
36 and he

would need three or four days to show the

painting to their intimates. This he did

before the end of the year, yet despite the

inevitable praise, doubts persisted. On

January 7, he wrote Madame Gonse to say

that the portrait

seems, pardon my vanity, to please those

whose taste and opinion I like. Only as of

today will I have it transported [from 17 bis,

quai Voltaire] to the Institut, since it will

be better there and that is my [usual] pri-

vate exhibition space.

Good thing for me, the family is

delighted. And perhaps you think I am

wholly delighted as well, but no, and I can

say so only to my discreet friends. That is

the way it must be, or I would cease to

aim my sights high, and then, good-bye to

Art. And if one were perfect, which is not



the human lot, one would be so bored that

one would kill oneself, as if from spleen.'
7

By the end of January 1852, Ingres was

showing his latest work to guests in his

studio. On January 31, for instance, he

invited the all-powerful superintendent

of fine arts, Comte Alfred-Emilien de

Nieuwerkerke, to see it at 17 bis, quai

Voltaire.'
8
Presumably the regular art

press came to see it as well, but only one

account is known," that written by

Auguste Galimard, which appeared in the

Revue des beaux-arts but has not been

reprinted since. After a short exhortation

in which the sublime, the beautiful,

Raphael, and Leonardo were invoked,

Galimard described the painting as he

understood it:

Mme
Moitessier is shown dressed in black

velvet, standing, looking at the spectator;

her gesture is simple, in her right hand she

holds the end of a sparkling pearl necklace,

the other hand falls and holds a scarf of

rich black lace. The head is framed by her

brown hair, whose silky waves unite in

graceful movement. This abundant hair is

set off from the background by a crown of

flowers, which one might say were of the

most gentle perfume, so real do they

seem. One finds in the forehead and in the

eyes an Olympian character; the nose and

the mouth are severe, and the neck has

proud contours worthy of Greek statuary;

the arms are no less beautiful, the hands

are charming.

The general appearance of this portrait

has the calm and majesty of antique art.

One believes it is Juno with her proud

gaze. This admirable composition is set

against a violet-damask background, the

airy and fleeting tone ofwhich marvelously

brings out the golden light falling over the

face and shoulders ofMme
Moitessier. The

light is less strong as it descends: the left

hand is painted in a soft half-tone, which

again underscores the striking complex-

ion, lit by the principal source of light; the

bracelets, the jewels that ornament this

remarkable figure are executed with the

rare perfection that characterizes the tal-

ent of M. Ingres. One also sees, at the

right of the portrait, a miraculously real

furnishing; gloves, a handkerchief, a fur,

make for a happy variety of tones.
40

Galimard's reference to the furnishing

at the right, a mantel hung with rich cloth,
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resolves a problem that has long vexed

curators and conservators. Strips of can-

vas, different in weave and quality from

the primary support, have been added to

the right and bottom margins of the pic-

ture; since damages and repaints also

occur in the same areas, it has been sug-

gested that the strips were applied after the

painting left Ingres's studio and were

painted by someone else.
41 That Galimard's

account speaks of the meuble (furnishing)

at the right, an area largely confined to the

added strip of canvas, discredits this theory.

Furthermore, the remarkable photograph

of Ingres's studio taken in early 1852, in

which the framed portrait is visible in the

background (fig. 99), proves that the wide

strip at the bottom was also painted in

Ingres's studio; calculations of the inter-

nal dimensions indicate that the completed

painting was the same length then as it

is today.

In December 1854 Ingres included the

portrait in a small showing at his studio at

11, quai Voltaire, along with the Princesse de

Broglie (cat. no. 145), Joan ofArc (fig. 215),

and other recent works.
42 The Moitessiers

subsequently lent the painting to Ingres's

special exhibition at the 1855 Exposition

Universelle, where it was admired as

much for its precision of execution as for its

majesty of conception. Edmond About saw

in it "a kind of queen. M. Ingres surrounds

her with majesty and grandeur, without

neglecting either the flowers, the draperies,

or the admirable Chantilly lace."43 Baude-

laire did not name the work but clearly

described it when he wrote of "delicate

figures and simply elegant shoulders
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Fig. 269. Unknown assistant. Studyfor "Madame Moitessier Seated" (Furniture), ca. 1852. Fig- 270- Ingres (or his assistant). Studyfor "Madame

Musee Ingres, Montauban (MIC 446) Moitessier, Seated" (Reflection in Mirror), ca. 1852—56.

Charcoal and white highlights on paper, 17'/ x

2'/ in. (43.8 x 32.4 cm). Musee Ingres, Montauban

(867.320)
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Fig. 271. Fashion plate. Petit courier des dames,

April 20, 1833

associated with arms that are too robust,

too full of a Raphaelesque succulence. But

Raphael liked fat arms, and above all one

must obey and please the master." 44 When

Degas made a pilgrimage to see the paint-

ing in 1898 at the house of the Moitessiers'

daughter Francoise, Vicomtesse Taillepied

de Bondy, he found that "she quite

naturally thought the arms too fat, and I

wanted to persuade her that they are right

like that." 4 '

Somehow Ingres's own doubts about

the painting must have led him to the

extraordinary decision to return to the

unfinished seated portrait. Most scholars

have suggested that this took place about

June 1852, and a letter from Ingres to

Madame Moitessier seems to reflect the

moment: "Madame, Perhaps I am not as

crazy as I seem. I just compared the two

portraits, and the joint opinion ofmy wife

and myself is that the last is the best. Thus,

Madame, we are still on for tomorrow,

bare arms, and, if possible, the yellow

dress."
46

Ingres must have been working

on the seated portrait in June 1852, when

he described the following incident in a

letter to Marcotte:

I swear to you on my deepest word of

honor that neither I nor Mme
Moitessier

heard you knock. It is not surprising for

me, since I am almost deaf. But that she

did not hear you is, all joking aside, quite

surprising! Furthermore, when you want

to call on a friend, you knock more

loudly, you break down the door, if neces-

sary you yell "Marcotte," and leave your

card, no more; and still we had a presen-

timent that you would come and we even

said it . . . But that is enough, dear friend,

please excuse me, and next time we will

pay more attention so that we will hear

you knocking. I have decided on the fab-

ric for the dress and I hope to finish the

head before she leaves.47

It was perhaps about this time that

Ingres asked an assistant to make the

painted study for the background of the

portrait (cat. no. 144), a work that is too

awkward to have been painted by the artist

himself. Ingres probably first sketched

onto the canvas the outline of the seated

figure, still wearing a dress of the late

1 840s and not much different from the

figure in the drawing at the Louvre (cat.

no. 138), although the two different place-

ments of the left arm indicate he was still

1841-1867 439



undecided about this aspect. He then sent

the assistant to the Moitessiers' house at

42, rue d'Anjou with instructions to paint

the paneling and multiple reflections that

reverberate in the opposing mirrors. The

same assistant was most likely also respon-

sible for the studies of the furniture, which

are now at Montauban (fig. 269). The

room depicted seems to be the Grand

Salon described in the inventory prepared

after the death of Monsieur Moitessier.

Although the seating in that room was

upholstered in sky-blue silk damask, it

contained gilt furnishings that appear con-

sonant with those depicted in the painted

study.
48 No doubt the choice of the room

inspired Ingres to enrich the portrait with

a reflection of his sitter, for none of the

previous studies for the seated portrait

include a mirror or a reflection. This trusted

device, well known from fashion plates

(see fig. 271), had previously been used

by Ingres in the portraits of Madame de

Senonnes and the comtesse d'Haussonville

(cat. nos. 35, 125). The independent study for

the ghostly reflection, now at Montauban

(fig. 270), is sufficiently strange that

Georges Vigne has questioned whether it

is by Ingres or an assistant.
49 A rough but

more accomplished study of the reflection,

sold at auction in 1992, was probably

sketched by Ingres himself.'
0

Once again, however, Ingres lost his

nerve, and in a letter ofMarch 9, 1853,

he renounced his previous work on the

portrait:

I have very much wanted to see you, good

and kind Madame, to talk about your por-

trait, which for too long a time has tor-

mented both of us. First, I must tell you,

as you no doubt already know, that I am

engaged in a big work for the Hotel de

Ville [ The Apotheosis ofNapoleon /, fig.

210], and I have positivelypromised to have

it finished by next January 1. You will

therefore understand, Madame, that I can-

not work on anything else this year. Fur-

thermore, dare I admit to you frankly that

I am painfully troubled about the success

of this portrait! The more I work on it the

more I see that I am far from arriving at

the desired goal, and that is extremely

depressing and discouraging!

If I had not felt bound to fulfill my
promise, I would have informed you long

ago of the discouragement that has taken

hold of me, but I always persevered in the

hope that I would be able to reach the

happy ending that I no longer hope for.

Please understand, good and kind

Madame, that it is very painful to me to

abandon this portrait, which I would have

been so happy to offer to M. Moitessier if

it were worthy ofyou and of him. But I

would prefer to erase it than to present

you with something inferior.

Regarding the oil sketch of M. Moites-

sier's portrait that I promised, I am quite

willing to undertake it after my big project,

and I will see that it is promptly done. 5 '

Ingres never executed a portrait of

Monsieur Moitessier, but sometime in 1854

or early 1855 he must have resumed work

on the seated portrait yet again, as a con-

spiratorial letter from Marcotte to Gatteaux

reveals:

Yesterday evening, my dear friend, I

received a visit from M. and Mme
Moitessier. Mme Moitessier is very happy

with the second edition of her portrait

which she finds very convincing since our

friend lessened the distance between her

eyes. I did not hide to whom she owes this

improvement.

Now there is something else to take

care of. It is the arms, which one finds are

still too large. It is certain that they are

already too much so in the first portrait.

Let's hope that they become smaller in

the second. This must come (roxnyou

alone, because if our friend suspected

that this came from the Lady, he would be

offended.

Bring this reform about quietly. The

lady has big arms, it is true, but that is one

more reason not to exaggerate them.

They could even be rendered a little less

than lifesize and no one would reproach

the painter. One must also remember that

when the portrait was begun, Mme
Moitessier was eight years younger and

was then less plump.

I told Mme Moitessier that I would

write to you about this and that you could

arrange to slenderize the arms without

wounding his pride, he who treats her

with love—which she well deserves

because I do not know a better woman.'
2

Marcotte and the Moitessiers probably got

what they wanted, for there are a number of

pentimenti along the contours of the arms.

A much more remarkable alteration,

however, was the decision to abandon the

yellow dress for a spectacular one of

flowered silk from Lyons, whose riotous

pattern completely overshadows Madame

Moitessier's limbs. This change conformed

to a shift in fashion during the mid-i85os

led by the new empress Eugenie, whose

husband, Napoleon III, had requested that

she dress in brocades from Lyons in order

to stimulate the silk-weaving industry.

That instruction, combined with Eugenie's

own fascination with the unlucky queen

Marie-Antoinette, helped revive Rococo

patterns unseen for nearly a century,

which were now woven with even brighter

aniline dyes and more elaborate modern

technology. The new dress must have

been painted in late 1855 or in 1856, when

Ingres signed and dated the portrait, for

the design of the bodice (a "bertha") and

the skirt supported by a crinoline could

not date before 1855, when the crinoline

was introduced. This tour de force of

trompe l'oeil painting has been more

clearly revealed thanks to the recent clean-

ing of the canvas at the National Gallery.

To intensify the rich effect, Ingres brought

in the Imari vase at the far left and the silk

hand-screen, used by women to prevent a

fire from reddening their cheeks, which

are not seen in the earlier painted study of

the interior (cat. no. 144). In addition, he

transformed the tufted chair into a canape,

which allowed him to adopt the lower

position of the left hand in the lap while

providing the higher horizontal line that

he wanted at the back.

Ingres also permitted himself to dip into

Madame Moitessier's jewel chest, using

the gold-and-enamel Renaissance-style

brooch discarded from the standing portrait.

Only a gold ring with blue enamel and

diamonds (perhaps a wedding or engage-

ment ring) is repeated from the standing

portrait; the rest of the jewelry—from the

massive cabochon garnet-and-diamond

bracelet to the gold, diamond, and emerald

bangle to the Byzantine-style bracelet on

the right arm—appears for the first time.

Every detail is seemingly coordinated to

produce the impression of unbridled

wealth and luxury, yet, as many contempo-

raries commented, Ingres exercised control
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over them all with his powerful, classiciz-

ing hand and strong, classical design. And

despite the dazzling textures, patterns, and

jewels, the most amazingly painted pas-

sages remain Madame Moitessier's shoul-

ders, arms, and unforgettable face, her hair

now pulled back "a l'imperatrice" to

reveal her earlobes. Ingres's enamel-like

technique was never more perfectly real-

ized. The artist himself obviously felt he

had reached a summit, for he inscribed the

painting with his age, seventy-six, rather

than that of the sitter, thirty-five.

Ingres exhibited the portrait briefly in

his studio in January 1857, along with La

Source (fig. 202)," but it was not widely

seen until it was included in the posthu-

mous exhibition of 1867. In the context of

that massive display it did not garner

much individual commentary. Charles

Blanc, writing the following year, cited it

only in comparison to the portrait of the

baronne de Rothschild, which he felt suc-

ceeded where the seated portrait of

Madame Moitessier failed: "In the seated

portrait ofMme
Moitessier, whose beautiful

head is shown as a study of the Pompeian

Flora (a finger on the cheek), the viewer is

distracted by the unfortunate floral design

of a light-colored dress, which is all the

more disturbing because it is so well ren-

dered." 54
It was not until the twentieth

century that the portrait assumed its right-

ful place in history. In the 1920s, Picasso

had alluded to it in a number of studies of

pneumatic women, both seated and stand-

ing (see fig. 32), but it did not receive the

large audience that it deserves until its

acquisition in 1936 by the National Gallery.

Since then it has been widely appreciated

as the penultimate female portrait from the

hand of the great artist
—

"a combination,"

as Robert Rosenblum put it, "ofthe most

overfly sensual and material wealth with a

more covert world of formal order and

psychological mystery.""

There is an interesting postscript to the

story of the portraits, both ofwhich con-

tinued to torment the Moitessiers some ten

years after Ingres's death. In 1876 the artist's

widow, Delphine, consigned a group of

drawings to an auctioneer, Monsieur Feral,

for sale. Among the lot ofworks were

studies for the Moitessier portraits, which

probably included the drawing of the nude

(cat. no. 136). Although this drawing was

made from a model, the sale still presented

a delicate problem, and so Feral offered

the drawings first to Monsieur Moitessier

for 3,250 francs. Moitessier, who had

obtained the degree of doctor of law on

August 19, 1856, and was named attorney-

general at the appellate court of Chambery

on December 21, 1877, sued for them to be

given to him, without payment, or to be

destroyed in his presence.'
6
At issue were

the rights of a sitter to any reproduction of

his or her image versus the rights of an

artist to exhibit (and sell) anything that he

or she makes. In 1877 the Civil Tribunal in

Paris issued a Solomonic decision that

remains in force today. It states that "stud-

ies, drawings, oil sketches, and in general

all the work preparatory to the execution

of a portrait, constitute for the artist the

most intimate and personal of property,

but he could not, without violating the

sanctity of domestic privacy, exhibit or

place at public sale these studies or sketches

without at least the express authorization

of the party in question." 57 The public sale

was prohibited but Madame Ingres was

allowed to keep the sketches, which in

time trickled onto the market.

G.T.

1. "M. Ingres avait d'abord refuse de faire le

portrait de madame Moitessier. 11 la vit

ensuite chez moi un soir, et, frappe de sa

beaute, il desira la peindre." Quoted in

Delaborde 1870, p. 255.

2. "ni ma pauvre femme et le pere n'auront pu

voir." Quoted in Lapauze 1911a, p. 442.

3. He is listed as a "negotiant" (wholesaler) on

the marriage contract, signed on June 14,

1842 (Archives Nationales, Paris, MC ET
XXIV— 1315). On December 10, 1840,

Moitessier Fils et Chatard was awarded a

license from the ministry of finance "pour la

fourniture des cigares de La havane" ("to

purvey Havana cigars").

4. These and many other documents relating to

this project were found by Robert McDonald

Parker, who, as always, has made a substan-

tial contribution through his assiduous

research. Hans Naef published a few excerpts

from the birth certificates and other papers

relative to the Moitessier's Etat Civil; see

Naef 1969 ("Moitessier").

5. "She seems to have been keenly aware he

was socially her inferior." Wilson 1977, n.p.

6. Both birth certificates were reconstituted

after the Paris archives were burned during

the Commune. They are in the archives of

the Eighth Arrondissement (ancien I

Arrondissement, AdvP cote V2E-8958).

7. At his death, his personal property, indepen-

dent of that of his wife, was valued at only

3,838 francs, after the deduction of Ines's

dowry of 30,000 francs. The total value of

his wife's estate, at her death, was 152,961.42

francs.

8. "Before giving myself over to my important

work, I still have two portraits of the first

order to finish: Madame de Rothschild and

Madame Moitessier." ("Avant de me mettre

tout a fait a mes grandes oeuvres, j'ai encore

deux portraits de haute volee a terminer:

Madame de Rothschild et Madame

Moitessier.") Ingres to Gilibert, July 27,

1845, quoted in Boyer d'Agen 1909, p. 379.

9. "Je vais rentrer a Paris pour terminer enfin,

(pour mes peches), mes deux gros ennemis,

mes deux portraits, en m'occupant aussi de

ma grande basilique (deja pensee)." Ingres

to Gilibert, June 2, 1846, in ibid., p. 387. The

"great basilica" reference is to Ingres's com-

mission to decorate the Parisian church of

Saint-Vincent-de-Paul.

10. "Helas! oui, comment se passe cette miserable

vie? Elle est cruellement dure a porter. Tou-

jours contraint par les distractions rongeuses

des details, je ne fais jamais ce que je voudrais

et mes mecomptes sont grands. J'ai a peine

termine Mme de Rothschild recommences

en mieux, et le portrait de W° Moitessier.

Maudit portraits! lis m'empechent toujours

de marcher aux grandes choses que je ne puis

faire plus vite, tant un portrait est une chose

difficile." Ingres to Gilibert, June 24, 1847, in

ibid., p. 388.

11. "Jamais beaute plus royale, plus splendide,

plus superbe et d'un type plus junonien n'a

livre ses fieres lignes aux crayons tremblants

d'un artiste. Deja la tete vit. Une main d'une

beaute surhumaine s'appuie a la tempe et

baigne dans les ondes de la chevelure un

doigt violemment retrousse avec cette

audace effrayante et simple du genie que rien

n'alarme dans la nature." Gautier, June 27,

1847, quoted in Lapauze 1911a, p. 441.

12. Robert Rosenblum first made this apt allu-

sion; see Rosenblum 1967a, p. 164.

13. I wish to thank Mark Benford of the Depart-

ment of Greek and Roman Art at the Metro-

politan Museum for his research on the mural.

14. Degas's unpublished notes on Ingres (private

collection) identify Madame Moitessier,

Seated as the portrait based on the mural at

Naples. Clark writes of the "pose of the

Arcadian goddess of Herculaneum"; Clark

1971, p. 364. According to Daniel Ternois (in

Paris 1967-68, p. 324), a copy of the mural, by

Ingres's student Victor-Louis Mottez, is at
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the Ecole des Beaux-Arts, Paris; Ingres

bequeathed a copy, whose author is not

known, to the museum at Montauban; and

Ingres's student Eugene Roger made a copy

(destroyed in 1871) that belonged to Edouard

Gatteaux. Hans Naef published an entry,

dated October 28, 1837, from Mottez's Roman

journal, in which he noted that Ingres "was

in heaven" when Mottez showed him three

copies and seven tracings that he had made

of antique murals. Mottez recorded that Ingres

asked his permission to copy one of these,

and Naef speculates that Ingres's copy may be

the work now in Montauban; Naef 1977—80,

vol. 3 (1979), p. 366, n. 3. Taking a contrary

position, William Hauptman believes that the

distinctive pose derives from contemporary

photography. He acknowledeges the mural

but states that "there is no specific reason to

assume that the antique source was the fore-

most influence in the conception of the por-

trait"; Hauptman 1977, p. 122.

15. Lapauze 1911a, p. 440. The excerpt from

Gautier' s article reprinted by Lapauze (see

n. 11, above) makes no mention of the child.

16. "Madame, Auriez-vous l'extreme complai-

sance de venir demain vers deux heures a la

seance, en bras nus et accompagnee de la

charmante Catherine; je vous en serai bien

reconnaissant et vous prie, Madame, d'agreer,

en attendant, mes hommages respectueux et

les milles amities de ma femme. Ingres. Ven-

dredi matin." Quoted in ibid., pp. 441-42.

17. "d'une grande chambre ou il faisait tres

froid. Ma mere avait la main sur ma tete et il

fallait rester tranquille. C'etait bien ennuyeux.

Un jour, le vieux bonhomme en bonnet de

coton s'est fache. Il a declare que la petite

Catherine etait insupportable et qu'il allait

l'effacer." Quoted in ibid., p. 442.

18. There is a related drawing of the right arm,

measuring 14^ x 12% in. (36.5 x 32 cm),

formerly in the collections of Henry Lapauze

and Alphonse Kann and now in a private

collection.

19. "Un autre portrait, encore a l'etat d'ebauche,

surprend par la nerte de l'ebauche et la

supreme majeste de l'attitude. Cette femme

imperiale et junonienne a ete sculptee en

quelques coups de pinceau dans cette toile

blanche, qui ressemble a du marbre de Carrare.

"Mais quand M. Ingres le terminera-t-il,

lui qui attend, hote respectueux, que l'inspi-

ration vienne le visiter sans Taller chercher si

elle tarde a venir, de peur de la contraindre,

cette belle vierge hautaine a qui les artistes

convulsifs de notre epoque precipitee ont si

souvent fait violence?" Gautier, August 2,

1848, reprinted in Gautier 1880, pp. 249—50.

20. The Archives de la Ville de Paris (V° II, car-

ton 101, rue d'Anjou) indicate a number of

proceedings concerning the acquisition of

this house, which Moitessier seems to have

obtained through the default of a loan or

some other business dealing. The first record

concerns a judgment of the Tribunal Civil

de la Seine on July 27, 1850, recorded on

September 10, 1850. The house had been part

of the estate of Catherine-Etiennette-Claude

d'Aligre, widow of Hilaire-Rouille de Boissy,

and was owned by the couple's four children.

It was valued at 405,000 francs, but Moites-

sier paid only 370,000 francs, on January 4

and 6, 1851. The balance was forgiven by a

judgment in the Moitessiers' favor rendered

May 30, 1851.

21. "J'ai ebauche, voyei Mme de Broglie au con-

tentement general et cela sans peine, et celle-ci,

notre belle avec toute sa bonte (Mme Moites-

sier), ne peut s'empecher de me rappeler qu'il

y a sept ans qu'elle est commencee." Ingres

to Marcotte, June 16, 1851, quoted in Blanc

1867-68, pt. 7 (1868), p. 537; Lapauze 1911a,

p. 464 (partially); and Ternois 1999, letter

no. 72.

22. Wilson 1977, n.p.

23. The posthumous inventory of Paul-Sigisbert

Moitessier (Archives Nationales, Paris), drawn

up on April 5, 1889, lists in the Salon Rouge

"un canape et dix fauteuils et chaise, garnis en

etoffes diverses" ("a sofa and ten armchairs and

a side chair, upholstered in diverse materi-

als"); the remarkable side chair, visible in the

portrait by Ingres would fit this description.

24. A study at the Musee Bonnat, Bayonne (inv.

no. 1924—77) also seems to relate to this pre-

liminary stage.

25. "en dentelle noire, appartenaient aux parures

plus simples,—mais toutes etaient d'une

telle largeur, qu'elles recouvraient, on peut

dire, plus de la moitie de la femme." Anon.,

January 9, 1847, p. 30.

26. Lapauze 1911a, p. 438; formerly in the collec-

tion of Jacques Dupont, Paris; with Galerie

La Scala, Paris, 1991.
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27. Musee Ingres, Montauban, inv. no. 867.2722;

Vigne 1995a, p. 491.

28. "Malgre les brillantes expressions dont

s'est servie notre belle et bonne madame

Moitessier, il n'en est pas moins vrai que la

partie n'est pas gagnee encore, ce qui va se

decider cependant par une seance de cette

terrible et belle tete. A deux heures, madame

Moitessier arrive de Villiers tout expres, et je

prie Dieu qu'une saignee ordinaire par le

saigneur Magendie n'ait rien altere a ces

beaux yeux, a ce divin visage." Ingres to

Marcotte, June 16, 1851, quoted in Delaborde

1870, p. 256, and Ternois 1999, letter no. 72.

29. "Vous voudrez bien me la reserver lorsque

j'aurai termine votre robe, que je commence

aujourd'hui meme; je n'ai pas perdu mon

temps: vos bras sont faits comme je le

voulais; vous etes plus grande, et cela fait

tres bien; en un mot, je ne suis pas trop

mecontent et je suis plein de courage. Me

voulez-vous mardi a diner? Je vous

apporterai bonnes nouvelles du portrait;

nous deciderons bien des choses. En atten-

dant, Madame belle et bonne, agreez l'ex-

pression de mes hommages respectueux et de

tout mon devouement. Ingres." Ingres to

Madame Moitessier, undated, quoted in

Lapauze 1911a, p. 443.

30. "Certes, tres belle par vous-meme, j'aban-

donne, apres de mures reflexions, le projet

des grandes coiffures de soiree. Ce sera

encore de meilleur gout pour le portrait et je

craindrais que cela n'ecrasat trop l'oeil

[Lapauze mistakenly transcribed "rouie"]

aux depens de la tete. Voire meme le bijou

sur la poitrine, d'un style trop vieux, que je

vous prie de remplacer par un camee en or.

Je ne renonce pas cependant a une longue et

simple chatelaine, laquelle je pourrais ter-

miner par la cassolette de la premiere.

"Ayez done, Madame, la bonte, lundi,

d'apporter la soute de vos bijoux, bracelets et

le sautoir de perles sur le cou." Ibid., p. 444.

31. "Retenons les justement curieux, dans leur

interet meme et dans le mien, jusqu'a Cather-

ine; car enfin, dans la semaine, les portes de

fer s'ouvriront, Dio me la mande buona, avec

encore l'aide de deux grosses seances." Ibid.

32. It is odd that Ingres mentions Foucauld in a

letter dated October 1,1851, since Ines's father

had died in 1849. But, as Eric Benin has kindly

pointed out to me, Ingres mistakenly refers to

Madame Moitessier as Madame de Foucauld

in a letter of October 1, 1851, to Marcotte

(quoted in Blanc 1870, p. 172). Evidently, as

far as Ingres was concerned, Monsieur Moites-

sier became a Foucauld upon marriage to Ines.

33. "Que je serai done heureux de vous revoir

ici, mais pour trop peu de temps; je serai le 9

a mon atelier de l'lnstitut, a vous attendre.

J'ai encore, ne vous fachez pas, a ajouter

quelques perfections a votre belle image,

sans rien detruire de ce que vous voulez bien

admirer. J'y ai beaucoup travaille, vous ver-

rez, et assez pour me donner a moi-meme

plus de contentement, et surtout depuis que

le juge supreme, M. Moitessier, et M. de

Foucauld, me l'ont permis.

"Je ne vous entretiens pas plus longtemps

de mon oeuvre, seulement que vous n'avez

plus a votre coiffure les rubans et barbes

blancs. Il n'est reste que les raisins et les

feuilles, auxquels nous ajouterons, je crois,

les belles fleurs jaunes oranges et rubans de

velours que je vous prierai d'apporter avec

vous. Il me manque aussi le bracelet du bras

droit. Tout le reste est fait. Mais il faut aussi

une espece de pelisse du soir, celle qui vous

enveloppe lorsque vous sortez du bal, pour

jeter sur coin de la chaise.

"Croyez bien, Madame, qu'il n'y a aucun

sacrifice a vous avoir attendue dans les pre-

miers jours de septembre, comme je le crois.

Ainsi, soyez la bienvenue, Madame la

bronzee, la moresque." Ingres to Madame

Moitessier, October 1, 1851, quoted in

Lapauze 1911a, p. 444.

34. "Savez-vous a qui je ressemble? A quelqu'un

qu'oppresse un cauchemar qu'il veut fuir,

sans trouver de jambes. Oui, voila ou me

mettent les malheureux portraits! J'ai enfin

une derniere seance de notre belle et bonne;

mais a present j'ai encore a lui faire sa

collerette, ses bagues, le bracelet de sa main

droite, sa fourrure sur la chaise, avec ses

gants et son mouchoir. Puis il faudra repren-

dre par les derniers glacis et les dernieres

touches de ce portrait, qui, depuis sept ans,

occupe peniblement ma vie." Ingres to

Marcotte, October 16, 1851, quoted in

Delaborde 1870, p. 256, and Ternois 1999, let-

ter no. 75.

35. "certainement la plus importante parmi tous

mes ouvrages . . . l'oeuvre de sept ans d'un

travail desperant, que la critique attend

bouche beanie et de l'autre societe de Paris."

Quoted in Lapauze 1911a, p. 456.

36. "si tous les vents sont bons." Quoted in ibid.

37. "parait l'etre, a Fadmiration, pardon de ma

vanite, de ceux dont j'aime le gout et le suf-

frage et je le fais porter seulement aujour-

d'hui meme a l'lnstitut, car il sera mieux et

puis e'est la mon lieu d'exposition privee.

"Bonne chose pour moi, les parents sont

enchantes: et bien, vous croyez peut-etre que

je le suis moi entierement, non mais je ne le

dois dire qu'a mes discrets amis; et cela doit

etre sans cela je cesserais de voir d'en haut, et

adieu l'art; et puis si l'on etait parfait, ce qui

n'est pas le partage humain, on s'ennuierait

tant que l'on se tuerait comme par le spleen."

Ingres to Gonse, January 7, 1852, quoted in

ibid., p. 457.

38. See Ingres to Nieuwerkerke, January 31,

1852, quoted in ibid., p. 446.

39. An anonymous reviewer writing in the Athe-

naeumfranfais in 1854 described the painting

once again on view in Ingres's studio. Hans

Naef republished the article in Naef 1973

("Exposition oubliee"), pp. 23-24, noting

that no such exhibition was previously

known for 1854.

40. "Mme Moitessier est representee vetue de

velours noir, debout, regardant le spectateur;

son geste est simple, de la main droite elle

dent l'extremite d'un chatoyant collier de

perles, l'autre main est tombante et soutient

une echarpe de riche dentelle noire. Le visage

est encadre par des cheveux de couleur

brune, dont les ondulations soyeuses reunis-

sent les plus gracieux mouvements. Cette

chevelure abondante est detachee du fond

par une couronne de fleurs, que l'on peut dire

etre du plus suave parfum, car elles semblent

vraies comme la nature. On retrouve sur le

front et dans les yeux le caractere olympien;

le nez et la bouche sont d'un type severe, et

le col est d'une fierte de contours digne des

statuaires grecs; les bras ne sont pas moins

beaux, les mains sont charmantes.

"L'aspect general de ce portrait a le calme

et la majeste des productions de l'art antique.

On croit voir Junon et son fier regard. Cette

composition admirable se detache sur un

fond damasse de couleur violatre, dont le ton

aerien et fuyant fait ressortir merveilleuse-

ment la lumiere doree repandue sur le visage

et sur les epaules de Mme Moitessier. La

lumiere est moins vive a mesure qu'elle

descend: la main gauche est dans une douce

demi-teinte, qui rehausse encore l'eclat des

carnations, eclairees par le jour principal; les

bracelets, les pierreries, qui ornent cette

remarquable figure, sont executes avec la

rare perfection qui caracterise le talent de

M. Ingres. On voit aussi, a droite du portrait,

un meuble d'une verite miraculeuse; des

gants, un mouchoir, une parure [fourrure?]

produisent une heureuse variete de tons."

Galimard 1852, pp. 49-50.

41. See Lorenz Eitner's account in the entry for

this painting in the forthcoming systematic

catalogue of French paintings at the National

Gallery of Art; Eitner forthcoming.

42. Naef 1973 ("Exposition oubliee), pp. 23—25.

43. "un type de reine. M. Ingres l'a entoure de

majeste et de grandeur, sans negliger ni les

fleurs, ni les draperies, ni une admirable den-

telle de Chantilly." About 1855, p. 134.

44. "figures delicates et des epaules simplement

elegantes associees a des bras trop robustes,

trop pleins d'une succulence raphaelique. Mais

Raphael aimait les gros bras, il fallait avant

tout obeir et plaire au maitre." Baudelaire,

"Exposition Universelle— 1855—beaux-

arts," reprinted in Baudelaire 1975-76,

vol. 2 (1976), p. 587, and quoted in Eitner

forthcoming.
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45. "Elle trouvait les bras bien gros naturelle-

ment et je voulais la persuader qu'ils etaient

bien ainsi." Quoted in Paris, Ottawa, New
York 1988-89, p. 494.

46. "Madame, Je ne suis peut-etre si fou que je le

parais: je viens de confronter les deux por-

traits, et, le conseil de ma femme assemble et

le mien, avons decide que le dernier est le

meilleur. Ainsi done, madame, toujours a

demain, bras nus, et s'il se peut, la robe

jaune." Anon., December 15, 1877, p. 369.

47. "Je vous jure ma plus profonde parole d'hon-

neur, que ni moi, ni Mme Moitessier, ne vous

avons entendu frapper; moi, cela ne serait

pas etonnant, car je suis presque sourd, mais

quelle n'aye rien entendu, sans plaisanterie,

cela est bien etonnant! Au reste, lorsque Ton

veut entrer chez son ami, on frappe plus

fort, on enfonce la porte, au besoin on crie

'Marcotte'; et, de carte, pas plus; et encore

nous avions le pressentiment que vous vien-

driez et nous nous le sommes dit . . . Mais

e'est assez, cher ami, pardonnez-moi, et une

autre fois nous serons plus attentifs a vous

entendre frapper. J'ai determine l'etoffe de

sa robe et je compte terminer la tete avant

son depart." Ingres to Marcotte, June 19,

1852, quoted in Lapauze 1911a, pp. 448—50,

and Ternois, 1999, letter no. 87.

48. Posthumous inventory of Paul-Sigisbert

Moitesssier, April 5, 1889; see n. 23, above.

49. Vigne 1995a, p. 492.

50. The pencil drawing, measuring n 3
^ x 8

3
^ in.

(29 x 21.2 cm), squared for transfer, and

stamped with Ingres's atelier stamp was sold

by Arcole at the Hotel Drouot, Paris, June

12, 1992.

51. "J'aurai bien desire vous voir, bonne et

aimable Madame, pour causer de votre por-

trait, qui, depuis trop longtemps, nous tour-

mente tous les deux. Je dois d'abord vous

dire, ce que vous savez sans doute, que je

suis engage dans un grand travail pour

l'Hotel-de-Ville, et j'ai promts positivement

de le terminer pour le 1" janvier prochain;

vous comprenez d'apres cela, Madame, que

je ne puis m'occuper d'autre chose cette

annee. De plus, oserai-je bien vous avouer

franchement que la reussite de ce portrait

me preoccupe peniblement! Je vois, plus j'y

travaille, que je n'arrive point au but desir-

able, et cela me desespere et me decourage

extremement!

"Si je n'avais tenu beaucoup a remplir

ma promesse, je vous aurais deja, depuis

longtemps, fait connaitre le decouragement

qui s'est empare de moi, mais je poursuivais

toujours, dans l'espoir que je pourrais

arriver a une heureuse fin que je n'espere

plus maintenant.

"Croyez bien, bonne et aimable Madame,

qu'il m'est tres penible d'abandonner ce por-

trait, que j'aurais ete si heureux d'offrir a

M. Moitessier, digne de vous et de lui; mais

je prefere l'effacer que de vous le presenter

inferieur a ce qu'il doit etre.

"Quant a l'ebauche que j'ai promise a

M. Moitessier de son portrait, je suis tout dis-

pose a l'entreprendre apres mon gros travail,

et je ferai en sorte que ce soit promptement

fait." Ingres to Madame Moitessier, March 9,

1853, reprinted in Lapauze 1911a, p. 450.

52. "Hier soir, mon cher ami, j'ai eu la visite de

M. et Mme Moitessier. Mme Moitessier est

tres contente de la seconde edition de son

portrait quelle trouve tres ressemblant

depuis que notre ami a diminue l'ecartement

des yeux. Je ne lui ai pas dissimule a qui elle

devait cette amelioration.

"Maintenant il y a encore quelque chose a

obtenir. Ce sont les bras qu'on trouve tou-

jours trop forts. II est certain qu'ils le sont

deja trop dans le premier portait. Tachez

qu'ils les diminue dans le second. Il faut que

cela vienne de vous seul, car si notre ami se

doutait que l'observation vient de la Dame,

il s'en formaliserait.

"Amenez done doucement cette reforme.

La Dame a les bras forts, e'est vrai, mais e'est

une raison de plus pour ne pas les exagerer.

Us seraient rendus meme un peu moins que

nature qu'on ne pourrait en faire reproche au

peintre. Il faut d'ailleurs se rappeler que

lorsque le portrait a ete commence, Mme
Moitessier avait huit annees de moins et

qu'alors elle avait moins d'embonpoint.

"J'ai dit a Mme Moitessier que je vous en

ecrirais et qu'il n'y avait que vous qui

puissiez arranger le tout et degraisser ses bras

sans blesser l'amour propre de celui qui la

traite avec amour—au surplus elle le merite,

car je ne connais pas de meiileure femme."

Marcotte to Gatteaux, February 24, 1855,

reprinted in Naef 1969 ("Moitessier"),

pp. 149-50-

53. See Ingres's letter to Luigi Calamatta, dated

January 10, 1857, in Boyer d'Agen 1909, p. 453.

54. "Dans le portrait en buste de Mme
Moitessier,

dont la belle tete est prise dans une etude

imitee de la Flore pompeienne (un doigt sur

la joue), le regard est distrait par les ramages

malencontreux d'une robe fond clair,

d'autant plus genante pour l'oeil qu'elle est

mieux rendue." Blanc 1867-68, pt. 7 (1868),

P- 539-

55. Rosenblum 1967a, p. 164.

56. Naef 1969 ("Moitessier"), p. 149.

57. "Les esquisses, les dessins, les ebauches, et

en general, tous les travaux par lesquels un

peintre prelude a 1'execution d'un portrait

constituent pour l'artiste la plus intime et la

plus personnelle des proprietes, mais il ne

saurait, sans porter atteinte a l'inviolabilite

du foyer domestique, exposer ou mettre en

vente ces esquisses ou ces ebauches, a moins

d'une autorisation expresse donnee par

l'interesse." Anon., December 15, 1877,

p. 369.

Cat. no. 133. Madame Paul-Sigisbert Moitessier,

nee Marie-Clotilde-lnes de Foucauld, Standing

Provenance: The sitter, 42, rue d'Anjou,

Paris, until her death in 1897; said to have been

bequeathed to her eldest daughter, Clotilde-

Marie-Catherine, Comtesse de Flavigny (1843-

1914); however, in 1887 the family house (and

presumably the painting) was given by the

Moitessiers to their younger daughter, Francoise-

Camille-Marie, Vicomtesse Taillepied de Bondy

(1850—1934), who sold the house in 1902 and

moved with several of her children to 10, avenue

Percier, Paris; sold by her heirs after her death to

Paul Rosenberg & Co., London, New York, and

Paris, 1935; sold to the Samuel H. Kress Founda-

tion, New York, 1945; given to the National

Gallery of Art, Washington, D.C., 1946

Exhibitions: The artist's studio, 1854; Paris

1855, no. 3366; Paris 1921, no. 44; London 1936a,

no. 2; Paris 1937, no. 351; Amsterdam 1938,

no. 137; Belgrade 1939, no. 67; Buenos Aires

1939a, no. 76; Montevideo 1939, no. 13; Rio de

Janeiro 1940, no. 56; San Francisco 1940—41,

no. 59; San Diego 1941, no. 1; Chicago 1941,

no. 85; San Francisco 1941—42, no. 59; Toronto

1944, no. 36

References: Delecluze, January 15, 1852 [ee];

Galimard 1852, pp. 49-50; Anon., December 16,

1854 (A. de G. ), pp. 1188-89; About 1855, p. 134;

Lacroix 1855, p. 207; Nadar 1857, p. 68; Bellier de

la Chavignerie 1867, p. 60; Merson and Bellier de

la Chavignerie 1867, p. 119; Blanc 1867—68, pt. 7

(1868), pp. 536-37; Blanc 1870, p. 168; Delaborde

1870, no. 140; Anon., December 15, 1877, p. 369;

Mommeja 1904, p. 103; Boyer d'Agen 1909,

pp. 379, 387—88; Lapauze 1911a, pp. 9, 437-48,

454, 456—57, 464, ill.; La Renaissance de I'art

francais 1921, ill. p. 251; Frohlich-Bum 1924, pi. 58;

Hourticq 1928, p. 99, ill.; Davies 1936, pp. 257—58,

pis. II, III, b; Pach 1939, p. 11 1; King 1942, p. 82;

Malingue 1943, ill. p. 53; Frankfurter 1946, p. 68,

ill; Alazard 1950, pp. 104—5, P'-
XCII; Cairns and

Walker 1952, p. 146, ill. p. 147; Wildenstein 1954,

no. 266, pi. 104; Mongan 1957, pp. 3—8, ill.; Shap-

ley 1957, pi. 98; Washington, National Gallery

1959, p. 377, ill.; Seymour 1961, p. 195, pis. 186,

187; Walker 1963, p. 244, ill. p. 245; Mongan

1965, pp. 3-4; Cairns and Walker 1966, p. 406,

ill. p. 407; Cambridge (Mass.) 1967, under nos.

95-97, fig. 14; Rosenblum 1967a, p. 156, pi. 43;

Rosenblum 1967b, p. 77, ill., p. 66; Radius and

Camesasca 1968, no. 147, ill., pi. L; Naef 1969

("Moitessier"), pp. 149-50, fig. 56; Clark 1971,

pp. 361, 364, fig. 2; Gere 1972, pp. 81-84, pi- 2%
Naef 1973 ("Exposition oubliee"), pp. 23—24;

Washington, National Gallery 1975, p. 180,

no. 882, ill. p. 181; Baudelaire 1975-76, vol. 2

(1976), p. 587; Wilson 1977, n.p., fig. 4; Naef

1977-80, vol.
3 (1979), pp. 140, 547; Ternois 1980,

pp. 102-3, M 0 ; no - 305, ill., p. 151; Washington,

National Gallery 1985, p. 208, ill.; Wollheim

444 CATALOGUE



1987, pp. 67, 69, 272, figs- 51, 264; Paris, Ottawa,

New York 1988-89, p. 494; Zanni 1990, no. 98,

ill.; Ockman 1991, pp. 522-23, pi. 25; Washington,

National Gallery 1992, p. 178, ill.; Vigne 1995b,

pp. 16, 276, fig. 236; Roux 1996, pp. 19, 79; New

York 1997-98, [vol. 1], p. 26

Cat. no. 134. Madame Paul-Sigisbert Moitessier,

nee Marie-Clotilde-Ines de Foucauld, Seated

Provenance: The sitter, 42, rue d'Anjou,

Paris, until her death in 1897; said to have been

bequeathed to her eldest daughter, Clotilde-

Marie-Catherine, Comtesse de Flavigny (1843-

1914); however, in 1887 the family house (and

presumably the painting) was given by the

Moitessiers to their younger daughter, Francoise-

Camille-Marie, Vicomtesse Taillepied de Bondy

(1850-1934), who sold the house in 1902 and

moved with several of her children to 10, avenue

Percier, Paris; sold by her heirs after her death to

Jacques Seligmann & Co., 1935; bought by the

National Gallery, London, with the Champney,

Florence, Hornby-Lewis, Lewis-Publications,

and Temple West Funds, 1936

Exhibitions: The artist's studio, 1857; Paris

1867, no. 99; Paris 1883, no. 140 [eb]; Paris 1921,

no. 45; London 1947-48, no. 85; Paris 1967-68,

no. 251

References: Gamier, June 27, 1847; Gautier,

August 2, 1848; Bellier de la Chavignerie 1867,

p. 59; Castagnary, May 18, 1867; Blanc 1867—68,

pt. 7 (1868), pp. 537, 539; Delaborde 1870, no. 141;

Anon., December 15, 1877, pp. 368-69; Gautier

1880, pp. 249-50; Mommeja 1904, p. 103; Boyer

d'Agen 1909^. 433; Lapauze 1911a, pp. 9,

440—42, 448—52, 491—93; Masterpieces ofIngres

1913, p. 27; La Renaissance de Vanfrancais 1921,

ill. p. 272; Frohlich-Bum 1924, pi. 66; Hourticq

1928, p. 109, ill.; Davies 1936, pp. 257-68, pis. I,

III, a; Pach 1939, pp. 31, 71, 106, m, 121, ill.

opp. pp. 246, 247, 254; King 1942, p. 82, fig. 23;

Malingue 1943, ill. p. 59; Davies 1946, pp. 58-59;

Cassou 1947, p. 68; Alain 1949, n.p., ill.; Alazard

1950, pp. 105, 107, pi. XCIII; Wildenstein 1954,

no. 280, pis. 109, 112; Davies 1957, pp. 123—25;

Mongan 1957, pp. 4, 5; Mongan 1965, pp. 3-8;

Cambridge (Mass.) 1967, under nos. 95 and 97,

fig. 13; Laclotte 1967, p. 194, ill. opp. p. 192;

Rosenblum 1967a, p. 164, pi. 46; Radius and

Camesasca 1968, no. 155a, ill., pis. LV, LVI; Naef

1969 ("Moitessier"), pp. 149-50, fig. 55; Davies

1970, pp. 83-85; Clark 1971, pp. 358, 360-61,

364-65, fig. 16; Gere 1972, pp. 80-84, 86
> p'- 28;

Hauptman 1977, p. 122, fig. 5; McCorquodale

977> PP- 54—55, ill.; Naef 1977-80, vol. 1 (1977),

p. 55; Wilson 1977, n.p., ill.; Naef 1977-80, vol. 2

(1978), p. 494, vol.
3 (1979), PP- 140, 366 , 547;

Ternois 1980, pp. 102—3, u 7> 128-29, '34> 1 38,

146, 153, 154, 170, no. 317, ill., p. 152; Louisville,

Fort Worth 1983-84, ill. p. 149; Wilson 1983,

p. 32, pi. 8; Bryson 1984, pp. 170—75, figs. 97, 99;

New York 1985-86, pp. 1 14, 1 16; London, National

Gallery 1986, p. 287, no. 4821, ill.; Wollheim

1987, p. 272, fig. 265; Vigne 1990, pp. 28-31;

Zanni 1990, no. 105, ill; Vigne 1995b, pp. 10-11,

223, 276, fig. 235; Roux 1996, pp. 19, 22, 79, pi.

25; New York 1997-98, [vol. 1], p. 26, fig. 23

Cat. no. 135. Studyfor "Madame Moitessier

Seated"

ca. 1846—48

Black chalk over graphite, partially squared in

graphite

y
3/
s
xy 7/

g
in. (i8.y x 20 cm)

At lower left, the artist'sposthumous atelier

stamp (Lugt i4yy)

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

Bequest ofCharles A. Loeser 1932.oty8

Provenance: The artist's widow; Etienne-

Francois Haro (1827—1897), Paris; Edgar Degas

(1834— 1917), Paris; his posthumous sale, Galerie

Georges Petit, Paris, March 26-27, J 9 r 8, no. 183;

purchased at this sale by Bernheim-Jeune for 950

francs; Charles A. Loeser; his bequest to the Fogg

Art Museum, Harvard University Art Museums,

Cambridge, Mass.

Exhibitions: Cambridge (Mass.) 1961, no. 5;

Cambridge (Mass.) 1967, no. 97; Cambridge

(Mass.) 1980, no. 48; New York 1997-98

([vol. 2], no. 637)

References: Mongan and Sachs 1940,

no. 706; Alazard 1950, pi. XCV; Davies 1957,

p. 124; Mongan 1957, p. 5, n. 7, fig. 4; Ternois

1959a, preceding no. 124, under no. 125; Mongan

1965, pp. 6, 8; Wilson 1977, n.p.; Vigne 1995a,

p. 492, under no. 2723; Mongan 1996, no. 245, ill.

Cat. no. 136. Studyfor "Madame Moitessier

Seated" (Nude)

ca. 1846—48

Black chalk

12 x ii
5/
g

in. (30S x 29.5 cm)

Inscription at center: l'evantail / de Me
[illegible]

[the fan/ofMme Le (illegible)]

At lower left, the artist 'sposthumous atelier

stamp (Lugt i4yy)

Paul Proute S. A.

Provenance: The artist's widow; sale, Hotel

Drouot, Paris, June 18, 1991, no. 95 [eb]; J. Petin;

his sale, Hotel Drouot, Paris, November 21,

1997, no. 111; Paul Proute S.A.

Cat.no. 137. Studyfor "Madame Moitessier

Seated" (Right Arm)

ca. 1846—48

Graphite

3
3/
g
X4 1

/fin. (8.6 x 10.8 cm)

At lower left, the artist 'sposthumous atelier

stamp (Lugt I4yy)

Lent by the Syndics ofthe Fit^william Museum,

Cambridge, England 2689

Provenance: The artist's bequest to the city

of Montauban, 1867; Musee Ingres, Montauban;

gift of the director of the museum, Henry

Lapauze (1867-1925), to the artist Sir Frank

Brangwyn (1867— 1956) "in memory of his visits

to the Musee Ingres, Montauban, and ofmy

visit to his studio, February 1921";* Sir Frank

Brangwyn; his gift to the Fitzwilliam Museum,

Cambridge, 1943

Exhibition: Paris, Lille, Strasbourg 1976,

no. 46, ill.

Reference: Lapauze 1911a, p. 492

•Inscribed in French on the back of an old mount.

Cat. no. 138. Studyfor "Madame Moitessier

Seated"

ca. 1846—48

Black chalk with white highlights

I4%x i8
3/
s

in. (3y.2x46.8cm)

Inscribed center right: jambes croisees [crossed

legs]

At lower left, the artist'sposthumous atelier

stamp (Lugt i4yy)

Musee du Louvre, Paris

Departement des Arts Graphiques RF 11684

London only

Provenance: The artist's widow; Jean-Henri

Forain (1852-1931), Paris; his gift to the Musee du

Louvre, Paris, 1927

Exhibitions: Paris 1 980, no. 86; Montauban

1985

Reference: Mejanes 1980, p. 3, ill.

Cat. no. 139. Studyfor "Madame Moitessier

Standing"

l85l

Graphite, squared

y
3/
8
x S 3/

8
in. (i8.y x 13.8 cm)

Inscribed lower left: Ing

At upper left, the artist'sposthumous atelier

stamp (Lugt t4yy)

Private collection, Paris

Provenance: The artist's widow; Henry

Lapauze (1867-1925), Paris; his sale, Hotel

Drouot, Paris, June 21, 1929, no. 39; purchased

by Georges Wildenstein, Paris; sale, Kornfeld

und Klipstein, Bern, June 19, 1980, no. 573;

purchased at that sale by Galerie Paul Proute,

Paris; private collector, Paris

Exhibition: Paris 1984, no. 34
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Cat. no. 140. Studyfor "Madame Moitessier

Standing
"

i85i

Graphite

S'^x 6'^ in. (zo.j x i5.5 cm)

Inscribed lower left in an unknown hand: Ingres

At upper left, the artist's stamp (Lugt 14JJ)

National Gallery ofArt, Washington, D. C.

Gift ofPaul Rosenberg 1951.14.1

Provenance: The artist's widow; Paul

Rosenberg; his gift to the National Gallery of

Art, Washington, D.C., 1951

Reference: Eisleri977, text fig. 125, ill.

Cat. no. 141. Studyfor "Madame Moitessier

Standing"

i85i

Graphite, squaredfor enlargement

i2
1^x

9

r^in. (31.8 x 23.5 cm)

At lower right, the artist 's stamp (Lugt 14JJ)

Lyman Allyn Art Museum, Connecticut College,

New London, Connecticut 1941.85

Provenance: The artist's widow; his nephew

Fernand Guille; his gift in 1892 to M. E. Sylvias;

Pierre Geismar; perhaps his sale, Paris, Novem-

ber 15, 1928, no. 33; Jerome Stonborough; his

sale, Parke-Bernet Galleries, Inc., New York,

October 17, 1940, no 35; purchased at that sale for

$1050 by the Lyman Allyn Art Museum, New
London, Connecticut

Exhibitions: Paris 1924, no. 174; Andover

1958; Wellesley 1958; Schenectady i960; Min-

neapolis, New York 1962, no. 65; Cambridge

(Mass.) 1967, p. 67, no. 96, ill.

References: Anon., December 15, 1877,

pp. 368-69; Mongan 1957, pp. 3-8, fig. 3; Eisler

1977, text fig. 129; Eitner forthcoming

Cat. no. 142. Studyfor "Madame Moitessier

Standing " (Head)

i85i

Graphite heightened with white

18 x 13
1
/fin. (4S.8 X33.S cm)

Signed center left: Ingres

Inscribed with color notes at center and upper right

The J. Paul Getty Museum, Los Angeles

89.GDJ0

London and Washington only

Provenance: Madame Sigisbert Moitessier,

nee Marie-Clotilde Ines de Foucauld; her family

by descent; Edgar Degas, Paris; his sale, Galerie

Georges Petit, Paris, March 26-27, 1 9 1 ^, no. 210;

H. Schmidt, Geneva; A. McMillan, New York;

acquired on the London art market by The

J. Paul Getty Museum, Los Angeles, 1989

Exhibition: London 1988, no. 66, ill.

References: Bull 1989, p. 50; Getty Museum

Journal 1990, p. 186, no. 39, ill.; London 1990,

p. 22, under no. 10

Cat. no. 143. Studyfor "Madame Moitessier

Standing
"

185

1

Graphite on tracingpaper, squared in black chalk

14 x 6 5/
s

in. (35.5 x 16.8 cm)

Signed lower left: Ing

At lower right, the artist'sposthumous atelier

stamp (Lugt i4jy)

The J. Paul Getty Museum, Los Angeles

91.GG.j9

London and Washington only

PROVENANCE:Theartist'swidow;Raimundo

de Madrazo y Garreta (1841-1920), Versailles; the

comtesse de Behague, Paris; her sale, Sotheby's,

London, June 29, 1926, no. 97; Wildenstein and

Co. by 1951; purchased from that gallery in or

before 1967 by Villiers David, London; sale,

Christie's, London, July 3, 1990, no. 138; Hazlitt,

Gooden and Fox, London; acquired by The

J. Paul Getty Museum, Los Angeles, 1991

Exhibitions: Paris 1967—68, no. 247, ill.;

London 1990, no. 10

References: Eisler 1977, text fig. 127; Getty

MuseumJournal 1992, pp. 158-59, no. 49, ill.

Cat. no. 144. Unknown assistant. Studyfor

"Madame Moitessier Seated"

ca. 185

2

Oil and graphite on canvas

tSl/x i5in. (46x38 cm)

Inscribed top center in ink overpencil: Mme
Moitessier

Inscribed lower left in pencil: me moitessier

Musee Ingres, Montauban 86y.l8z

Provenance: The artist's bequest to the city

of Montauban, 1867; Musee Ingres, Montauban

Exhibitions: Montauban 1970, no. 31;

Turin 1987, no. 115, ill.; Rome, Paris 1993—94,

no. 115, ill.

References: Lapauze 1911a, p. 49 (ill. in

reverse); Davies 1936, p. 261, pi. IV, c; Davies

1946, pp. 123-24; Alazard 1950, pi. XCIV;

Ternois 1965, no. 185, ill.; Ternois and Camesasca

1971, no. 156b, ill.; Barousse 1973, p. 25; Ternois

1980, no. 318, ill.; New York 1985-86, fig. 92;

Vigne 1990, ill. p. 28
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146. Studyfor "Princesse de Broglie
"

(seepage 4S4)

Ingres was well acquainted with Victor,

due de Broglie, and his son Albert, prince

de Broglie. Both were committed Orlean-

ists, as was Ingres—at least during the

reign of Louis-Philippe d' Orleans. The

duke was a member of the Academie

Frangaise while Ingres occupied important

positions at the Academie des Beaux-Arts.

Scions of a distinguished family that traced

its roots to a brilliant marshal under

Louis XIV (whose grandson, Louis XV,

had elevated their title to duke), the Broglies

whom Ingres knew continued to be active

in affairs of state (see discussion under cat.

no. 125). Prince Jacques-Victor-Albert

(1821— 1901) was secretary to the French

ambassador in Madrid and then to the

ambassador in Rome, before resigning

with the fall of King Louis-Philippe in

1848. During the Second Empire he stud-

ied the history of religion and became an

outspoken advocate of religious tolerance

(his mother was a Protestant); his history

of the Christian church in the fourth cen-

tury won him an appointment to the

Academie Frangaise, where he sat next to

his father. As an Orleanist, he opposed

Louis-Napoleon's rule, and he ran for

(and lost) a seat in parliament during the

elections of 1869. Following Bonaparte's

fall in 1870, he came to power in the

Third Republic, becoming prime minis-

ter during General MacMahon's presi-

dency (1873-79).

Ingres had completed the portrait of

Albert de Broglie's sister, the comtesse

d'Haussonville, in 1845 (cat - no - I2 5)- It

was inevitable that he would be pressed to

make a portrait of her ravishing sister-

in-law, Pauline (1825-1860), who had

become the princesse de Broglie on June

18 of that year, bringing joy to Albert, his

family, and friends. One wrote:

Albert de Broglie is radiant with happiness.

How could he be otherwise? What is lack-

ing to him in his situation? The most dis-

tinguished man of his generation, a future

of success and ambition, a fine name, a great

fortune, and he is marrying a beautiful

young person who has the same social

advantages, and who, like himself, was

raised with feelings and habits of piety.'

Pauline, deeply religious, was also

extremely shy; her husband later recalled

that her shyness was infectious, causing

people to ignore her to spare her the embar-

rassment of normal social intercourse.
2
In

addition to raising five sons, she wrote

studies in religious history, an interest she

shared with her husband. After Pauline's

premature death from consumption at

age thirty-five, Albert published her

two-volume Christian Virtues Explained

by Examples Drawnfrom the Lives of

the Saints?

By 1850 Ingres had relented to the pleas

of the Broglies. According to an eyewitness,

the artist dined with them in January 1850

in order to study his subject: "Yesterday,

Monday, M. Ingres came to dine here (at

the Broglies) to see the profile of a princess

whom he will paint in the month of March,

when the days will be light and long. He

seemed to be very happy with his model."4

Perhaps that night, or soon after, he made

his first sketches of Pauline seated in an

armchair (fig. 274).' In one of these draw-

ings, Ingres has already captured the oval

of her face, the arch of the eyebrows, the

straight line of her nose, and the gesture of

folded arms, with one hand disappearing

into the folds of a sleeve. He experiments,

however, with one hand coyly brought to

the neck, a pose he would later use in a

finished portrait drawing of Pauline (fig.

275; it is possible that the former drawing

was made as a study for the latter, rather

than for the painting).

By June 1851, eighteen months after the

introductory dinner, Ingres had settled

upon the definitive pose and had begun

painting. He wrote to his friend Charles

Marcotte, "You see, I have sketched in

Mme de Broglie to everyone's satisfaction

and without much trouble; and this one,

our beautiful one, with all of her goodness

(Mme Moitessier), cannot stop reminding

me that her [unfinished] portrait was
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begun seven years ago. Oh! portraits, por-

traits, what have I done to you?" ' Prior

to working on this ebauche (oil sketch),

Ingres had probably already completed the

two preparatory drawings now known

(and presumably several more now lost).

The first of these was a figure study in the

nude, for which a professional model must

have posed (fig. 277). A faithful student of

David, Ingres continued to study nude

figures in order to better understand the

relationship of the body to the voluminous

contemporary costume. He had asked his

model to cross her forearms for one pose,

but in an additional sketch on the same

sheet he arrived at the definitive position

of folded arms. He then produced the sec-

ond, fairly elaborate, preparatory drawing,

in which the princess wears her evening

dress and jewelry and assumes her final

stance (fig. 278).' For this study, Ingres

did not bother to complete the face; he

focused instead on the play of light and

shadow and anticipated some of the visual

excitement to be provided by the satin

skirt and the damask chair. The drawing

(which later in the century belonged to

Pauline's brother-in-law, the vicomte

d'Haussonville) was then squared for

transfer to the canvas.

Ingres was experiencing his customary

difficulties and anxieties while painting

this portrait. On March 21, 1852, he wrote

Marcotte:

I have serious problems with one eye and

I am treating it; I am taking strong doses

of Sedlitz water, and evenings are prohib-

ited these days, and all of this is bad

because I have begun and interrupted the

drawing ofMme de Broglie. . . . Ah! if only

they knew the trouble I make for myself

with their portraits, they would feel sorry

for me; but [I] cannot nonetheless lose my
eyes to them.

8

While Ingres probably refers here to the

finished portrait drawing (fig. 275), he

may also be speaking in general terms of

the painting.

In a letter of June 19, 1852, he com-

plained again to Marcotte about his eyes:

I am working to the point of killing my
eyes—since I have so much trouble paint-

ing from life because of the sun—on the

background of the princesse de Broglie,

Fig. 274. Studyfor "Princesse de Broglie,
"

ca. 1850—51. Graphite on paper, 8 x 6 in. (20.4 x

15.3 cm). Sold, Christie's, London, July 1, 1997,

no. 204. Location unknown

which I am painting at her house, and that

helps me to advance a great deal: but, alas,

how these portraits make me suffer, and

this will surely be the last one, excepting,

however, the portrait of Delphine.'

This last comment helps to date the letter,

since Ingres did not marry Delphine

Ramel until April 15, 1852, making it

unlikely that the message was written in

June 1851, as some scholars have sug-

gested. The first statement is far more

interesting, however, because it tells us

that Ingres was painting the background

himself at the Broglie residence at 90, rue

de l'Universite. This was unusual, since

the use of studio assistance had become

standard for Ingres after his return to

Paris in 1824, and with advancing age he

participated less and less in nonessential

details.
10
His personal involvement with

the painting may also explain the small

number of surviving preparatory draw-

ings, because more drawings were

required when others did the actual paint-

ing. One additional working drawing has

come to light, a full-scale study on tracing

paper of Pauline's arms and hands (cat.

no. 146)," which was probably traced

directly from the painting in progress in

order to resolve a particular question of

contour and shadow.

The background of this portrait, painted

on site, could hardly be simpler. Unlike

8> / M ' \ t

Fig. 275. Princesse de Broglie, ca. 1851—52 (N 422).

Graphite on paper, 12'/ x 9
1

/ in. (31.2 x 23.5 cm).

Private collection

the object-charged interiors visible in the

depictions of the comtesse d'Haussonville

(cat. no. 125) and the portrait of Madame

Moitessier seated (cat. no. 134), for which

assistance has been documented, this set-

ting offers little to distract the eye: the pale

gray paneling heightened with gilding; a

panel of blue drapery at the left; a blue-

buttoned banquette, or borne, against the

wall; and the gold damask armchair with

its still life of accessories—a mother-of-

pearl and enamel fan, gloves, a white

shawl embroidered in gold thread, and a

satin-lined black velvet cape trimmed

with feathers, fringe, and jet beads. It is

unimaginable that Ingres would have

given an assistant the pleasure of painting

the reflections and folds of the silks in this

work. For all of his complaining, he obvi-

ously delighted in rendering textiles, a

forte already conspicuous at his debut at

the Salon of 1806; execution of faces and

hands was what required so much effort

on his part.

Upon completing the portrait in June

1853, Ingres announced to Marcotte:

"Voila, the painting is finished and finished

to the applause ofeveryone. It is, to tell the

truth, really beautiful. I say 'everyone':

no, until now only relatives and friends

have seen it. I am going to sequester it,

and for good reason, until the princesse de

Broglie returns, that is, until the end of the
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year. Then I could show it with some

others."
12
This he did in December 1854,

when he exhibited in his studio on the

quai Voltaire not only the portrait of the

princesse de Broglie but also the portrait

of Madame Moitessier standing (cat. no.

133), the 1805 portrait of Lorenzo Bartolini

(fig. 53), and versions of The Virgin with

the Host and the Venus Anadyomene (figs.

200, 201). With its Bronzino-like manner-

isms and hallucinatory attention to detail,

the portrait of the princess naturally com-

manded commentary. One wag, no doubt

a republican, wrote:

The second portrait shows us Mme de B.

She is a puny, wilted, sickly woman; her

thin arms lean on an armchair placed in

front of her, she is dressed in blue satin

and covered in gemstones and lace.

M. Ingres has rendered in an unheard-of

manner these large, veiled eyes, deprived

of sight. He has given this face a negative

expression that he must have seen in real

life, and reproduced it with a sure touch.

The accessories ... are painted with a rare

happiness. They never have any more

value than they should, and they thus

leave all the importance of the composi-

tion to the principal figure.' 3

When Ingres featured the painting in his

exhibition at the Exposition Universelle

of 1855, almost every critic, even those

hostile to Ingres, found it a masterpiece.

Theophile Gautier remarked on the like-

ness "ofmadame la princesse de B., so

fine, so aristocratic, reproducing so much

of the charm of the modern grande dame;

what a delicious harmony, those pale and

pearly arms and hands setting themselves

off from the blue satin of the dress.'"
4

Edmond About struck a similar note:

Mme la princesse de Broglie is fine, deli-

cate, elegant to the tips of her nails, to

sum up, a grande dame in defiance of the

new kind behind whom we all obediently

march. M. Ingres has expressed these gifts

of birdi with a rare happiness. Mme la

princesse de Broglie is a delicious incarna-

tion of nobility. Her pose alone would

betray her breeding even when the finesse

of her lines would not. Around this exquis-

ite beauty, the painter spared nothing that

could heighten the luster. He attended

equally to the costume and to the furni-

ture, that exterior form of dress. The satin

\ J

\
j I

'
1

Fig. 277. Studyfor "Princesse de Broglie
"

(Nude), ca. 1852—53. Graphite on paper,

11 3/ x 6!/ in. (29.8 x 15.9 cm). Musee

Bonnat, Bayonne

Fig. 278. Studyfor "Princesse de Broglie,
"

ca. 1852—53. Graphite and red chalk on paper, 11 >

6 7/
g

in. (27.8 x 17.5 cm). Sold, Hotel Drouot,

Paris, June 24, 1985, no. 3. Location unknown
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A TOTOO LADY OH THE HIGH 'CLASSICAL SCHOOL OF

Fig. 279. "A Young Lady on the High Classical

School of Ornament." Punch, or the London

Charivari, July 16, 1859

of the gown, the jewels, the lace, and the

marabou feathers of her coiffure have a

Chinese precision and an English ele-

gance. M. Muller [Charles-Louis-Lucien

Muller, 181 5—1892] has been given much

credit for his skill in painting silks. But as

soon as one sees the dress of Mme la

princesse de Broglie, all the silks of

M. Muller appear to have been bought at

the bazaar.
1 '

Charles Perrier, writing for the indepen-

dent-minded L 'Artiste, found the silks

distracting but the realization of the face

very fine:

M. Ingres's portraits ofwomen are not the

happiest works by this painter. In general

I find that the expression does not gain

in grace and beauty and that it loses in

strength and depth. There are, however,

two that we can take as types, one of grace

and the other ofbeauty: the portraits of

madame la comtesse d'Hfaussonville] and

madame la princesse de B[roglie]. ... In

that ofmadame la princesse de Bfroglie] . .

.

I am sorry to find that M. Ingres was too

concerned with the effects of yellow and

blue satin. The blue of the dress discolors

the hand with a reflection that is excessive.

It is disturbing that such a beautiful hand

should be spoiled by a puerile affectation.

But the faults are amply recompensed by

the head alone, taken by itself, whose

Fig. 280. Lady's hair ornament. French,

ca. 1850. Marabou feathers and gelatin

sequins. The Metropolitan Museum of Art,

Costume Institute

beauty is that of a fully formed patrician

and the painting of which, at once fine and

solid, has all the charm of the most beauti-

ful creations of M. Ingres.
1

1

Ingres's artful deformations in the por-

trait were greeted with characteristic sar-

casm by Theophile Silvestre, who noted

that "the fingers of madame la princesse de

B[roglie] are broken at every knuckle. . . .

If M. Ingres's personages could feel and

speak their pains, all the cries and moans

of a battlefield would emerge from the

depths of the paintings.'" 7 Speaking gener-

ally of Ingres's problematic combination

of modern costume with classical ideal,

Silvestre remarked, "The artist resigns

himself to women's costume, but he would

prefer to dress them as statues. 'How I

suffer to paint this dressed monkey,' he

said one day while making a portrait of a

woman celebrated for her opulence

[Madame Moitessier?]."
lS

Baudelaire, a

severe judge and no slavish friend of

Ingres, disagreed:

In fact it is in this genre [portraits] that he

has found his greatest, most legitimate

success. . . . M. Ingres chooses his models,

and it must be recognized that he chooses,

with marvelous tact, the most appropriate

models to show off his kind of talent. The

most beautiful women, rich in nature, of

calm and flourishing health, there is his

triumph and his joy!
1 '

After his wife's death in i860, Albert de

Broglie is said to have shut her portrait

behind curtains.
20

Nonetheless, through-

out his life he generously lent the painting

to important exhibitions, notably in 1867,

1885, and 1900. His children, grandchil-

dren, and great-grandchildren distin-

guished themselves in their own rights:

Maurice, due de Broglie, and Louis, prince

de Broglie, both physicists, were members

of the Academie Fran9aise in the early

twentieth century; Louis won the Nobel

Prize for science in 1929. The family sold

the painting in 1958 but is said to have kept

Pauline's splendid jewelry—the seed-

pearl earrings, the ruby and diamond

bracelet, the pearl necklace worn as a cuff,

the pendant in the Early Christian style .

21

The pendant, or bulla, was probably made

by the mid-nineteenth-century Roman

jeweler Fortunato Pio Castellani, whose

firm single-handedly fashioned a taste for

such Byzantine-style jewelry. Contempo-

rary cartoons show that the princess's jew-

elry accords with the latest style (fig. 279).
22

Her marabou feathers— or, if not hers,

an identical set—sprinkled with gelatin

sequins, now belong to the Costume

Institute of The Metropolitan Museum

of Art (fig. 280).

The frame, a deep cove set with a garland

of gilt-plaster flowers, seems to be the origi-

nal ordered by Ingres. It is similar to the

frame he chose for the portrait of Madame

Moitessier seated (cat. no. 134). g.t.

1. Quoted by Edgar Munhall in New York

1986, n.p.

2. Ibid.

3. Published asZej Venus chretiennes expliquees

par des recits tires de la vie des saints (Paris,

1862).

4. "Hier, lundi, M. Ingres est venu diner ici (chez

les Broglie) pour voir de profil une princesse

qu'il peindra au mois de Mars, quand le jour

sera clair et long. 11 a l'air fort content de son

modele." Ximenes Doudan, the former tutor

of the comtesse d'Haussonville, to Baronne

A. de Stael, dated January 28, 1850, quoted in

Garrisson 1965, p. 10. Munhall (in New
York 1986) dates the same letter January 17,

1849. It seems impossible to reconcile these

two dates.

5. Location unknown; sold at Christie's,

London, July 1, 1997, lot 204. It was first
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published by Agnes Mongan in Mongan

1958, pi. [.

6. "J'ai ebauche, voye{ W" de Broglie au

contentement general et cela sans peine, et

celle-ci, notre belle avec toute sa bonte

(Mme Moitessier), ne peut s'empecher de me

rappeler qu'il y a sept ans qu'elle est com-

mencee. Oh! portraits, portraits, que vous

ai-je fait? "Quoted in Blanc 1867—68, pt. 7

(i 868), p. 537, Lapauze 1911a, p. 464 (par-

tially), and Ternois 1999, letter no. 72.

7. This drawing was shown in the 1861 exhibi-

tion at the Salon des Arts-Unis and described

in Galichon 1861a, p. 355; illustrated in

Lapauze 1911a, p. 455.

8. "Moi-meme, j'ai mal serieusement a un oeil

et je le soigne; je prends l'eau de Sedlitz a

force et les soirees me sont interdites ces

jours-ci, et tout cela mal a propos, car j'avais

commence et interrompu le dessin de M™ de

Broglie. . . . Ah! si Ton savait le mal que je

me donne avec leurs portraits, ils auraient

pitie de moi; mats [je] ne puis cependant pas

y perdre mes yeux." Quoted in Lapauze

1911a, p. 464.

9. "Je fais, a me tuer les yeux, tant je suis mal

pour peindre d'apres nature a cause du soleil,

le fond de la princesse de Broglie, que je

peins chez elle, dans son appartement, ce

qui m'avance beaucoup: mais, helas! que ces

portraits me font souffrir, et que c'est bien

le dernier, excepte cependant celui de

Delphine." Quoted in Delaborde 1870,

p. 247, where it is dated to June 1855 even

though the painting was completed in 1853.

Lapauze (1910, p. 328) places it with letters

from 1852; Munhall (in New York 1986, n.p.)

dates it to June 1851.The correct date of the

letter is June 19, 1852; Ternois 1999, letter

no. 87. In an undated letter to Calamatta,

dated by some scholars to 1853, Ingres men-

tions that "tomorrow, to my regret, I must

begin my sessions with the princess again,

but I am well advanced in this portrait: the

accessories are done." ("Je dois demain a

mon grand chagrin recommencer mes

seances de la princesse, mais je suis avance

dans ce portrait: les accessoires sont faits.")

Quoted in Ternois 1980a, p. 88.

10. See p. 529 in this catalogue.

11. Delaborde (1870, p. 246) cited an additional

drawing in the Gatteaux Collection, which

was destroyed by fire in 1870: "A prepara-

tory drawing, indicating the general pose of

the figure and the movement of the modified

contours, is in the collection of M. Gatteaux."

("Une etude dessinee, indiquant l'attitude

generale de la figure et le mouvement des

lignes de l'ajustement, est conservee dans la

collection de M. Gatteaux.")

12. "Voila le portrait fini et fini a Vapplauso di

tutti. 11 est, a la verite, fort joli. Je dis 'de

tous': non, il n'y a jusqu'ici que les parents et

amis qui l'ont vu. Je vais le sequestrer, et

pour cause, jusqu'au retour de la princesse de

Broglie, c'est-a-dire jusqu'a la fin de l'annee.

Alors je pourrai le montrer avec d'autres."

Ingres to Marcotte, June 20, 1853, quoted in

ibid., p. 247, and Ternois 1999, letter no. 89.

13. "Le second portrait nous represente Mme de

B. C'est une femme chetive, etiolee, mala-

dive; ses bras minces s'appuient sur le fau-

teuil place devant elle; elle est vetue de satin

bleu et couverte de pierreries et de dentelles.

M. Ingres a rendu d'une maniere inoui'e ces

grands yeux voiles, prives de regard. Il a

donne a ce visage une expression negative

qu'il a du prendre sur le fait, a coup stir. Les

accessoires . . . sont touches avec un rare

bonheur. Jamais ils n'ont plus de valeur

qu'ils ne doivent en avoir, et ils laissent ainsi

a la figure principale toute l'importance de la

composition." Anon., December 16, 1854

(A. de G-), pp. 1188—89, discovered by Hans

Naef and reprinted in Naef 1973 ("Exposition

oubliee"), p. 23.

14. "de madame la princesse de B., si fin, si

aristocratique, et reproduisant avec tant de

charme la grande dame moderne; quelle

harmonie delicieuse que ces bras et ces mains

d'une paleur nacree, se detachant du satin

bleu de la robe." Gautier 1855, pp. 165—66.

1 5 . "Mme la princesse de Broglie est fine, delicate,

elegante jusqu'au bout des ongles, grande

dame enfin en depit du niveau sous lequel

nous marchons tous. M. Ingres a exprime

avec un rare bonheur ces dons de la nais-

sance. Mme la princesse de Broglie est une

delicieuse incarnation de la noblesse. Sa pose

seule trahirait sa race quand la finesse de ses

traits ne nous en avertirait pas. Autour de

cette beaute exquise, le peintre n'a rien

epargne de ce qui peut en relever l'eclat. Il a

soigne egalement la toilette et le mobilier,

cette toilette exterieure. Le satin de la robe,

les bijoux, les dentelles et les marabouts de la

coiffure sont d'une precision chinoise et

d'une elegance anglaise. On a fait in grand

merite a M. Muller de son habilete a peindre

les soieries. Mais lorsqu'on vient de voir la

robe de Mme la princesse de Broglie, toutes

les soieries de M. Muller paraissent achetees

au Temple." About 1855, p. 134.

16. "Les portraits de femmes de M. Ingres ne

sont pas les plus heureux de ce peintre. Nous

trouvons qu'en general l'expression n'y

gagne pas en grace et en beaute ce qu'elle

perd de force et de profondeur. II y en a deux

cependant que nous prendrons comme les

types, l'un de la grace, l'autre de la beaute:

ceux de madame la comtesse d'H . . . et de

madame la princesse de B. . . . Dans celui

de madame la princesse de B . . . nous avons

regrette de trouver M. Ingres un peu trop

occupe de ses effets de satin jaune et bleu. Le

bleu de la robe deteint sur la main avec un

reflet outre. Il est facheux qu'une si belle

main soit gatee par une affectation puerile.

Mais ces defauts sont amplement rachetes par

la tete seule prise a part, qui est d'une beaute

de patricienne achevee et dont la peinture

fine et solide en meme temps a tout le charme

des plus belles creations de M. Ingres."

Perrier 1855, p. 45.

17. "les doigts de madame la princesse de B***

sont brises a toutes les phalanges. ... Si les

personnages de M. Ingres pouvaient sentir et

parler leurs douleurs, il sortirait du fond de

ses tableaux tous les cris et les gemissements

qui s'elevent des champs de bataille."

Silvestre 1856, p. 23.

18. "L'artiste se resigne au costume des femmes;

mais il aimerait mieux les vetir en statues.

'Que je souffre a peindre ce singe habille,'

disait-il un jour en faisant le portrait d'une

femme celebre par son opulence." Ibid., p. 31.

19. "c'est en effet dans ce genre qu'il a trouve ses

plus grands, ses plus legitimes succes. . .

.

M. Ingres choisit ses modeles, et il choisit, il

faut le reconnaitre, avec un tact merveilleux,

les modeles les plus propres a faire valoir

son genre de talent. Les belles femmes, les

natures riches, les santes calmes et florissantes,

voila son triomphe et sa joie!" Baudelaire,

"Exposition Universelle—1855—beaux-

arts," reprinted in Baudelaire 1975—76,

vol. 2 (1976), pp. 586-87.

20. Munhall in New York 1986, n.p.

21. According to Munhall in ibid.

22. I thank Christine Brennan for her help on

Castellani.

Cat. no. 145. Princesse Albert de Broglie, nee

Josephine-Eleonore-Marie-Pauline de Galard de

Brassac de Beam

Provenance: Delivered to Albert, prince de

Broglie, 1853; by descent to the subsequent dues

de Broglie; purchased, through Wildenstein &
Co., Inc., by Robert Lehman, New York, Janu-

ary 1958; bequeathed by him to the Robert

Lehman Foundation, 1969; given to The Metro-

politan Museum of Art, New York, 1975

Exhibitions: The artist's studio, 1854; Paris

1855, no. 3367; Paris 1867, no. 436; Paris 1885,

no. 152 [eb]; Paris 1900a, no. 370; Paris 191 1, no. 53;

Paris 1934c, no. 7; Paris 1935b, no. 284; London

1936a, no. 3; New York 1986; New York 1988-89

References: Anon., December 16, 1854 (A.

de G.), pp. 1188-89; About 1855, p. 134; Anon.,

July 6, 1855, p. 68; Belloy, June 10, 1855; Du
Camp 1855, p. 83; Gautier 1855, pp. 165-66;

Lacroix 1855, p. 207; Mantz 1855, p. 224; Nadar,

September 16, 1855; Perrier 1855, p. 45; Petroz,

May 30, 1855; Ponroy 1855, pp. 143-44; Silvestre

1856, p. 45; Visiles et etudes 1856; Nadar 1857,

p. 68; Cantaloube 1867, p. 532; Blanc 1867-68, pt. 7

(1868), p. 537; Delaborde 1870, no. 112; Mommeja

1904, p. 103; Lapauze 1910, p. 328; Lapauze

1911a, pp. 9, 440, 455, 457, 463-65, 526, ill. p. 459;

Masterpieces ofIngres 1913, ill. p. 14; La Renaissance
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de I'artfrancais 1921, ill. p. 268; Frohlich-Bum 1924,

pi. 62; Parker 1926, p. 30, ill; Hourticq 1928,

p. 103, ill.; Davies 1934, p. 241, ill. p. 243; Sterling

1934, pp. 3-4, ill.; Waldemar George 1934, p. 194,

ill. p. 193; Laver 1937, p. 17, pi. 7; Pach 1939,

p. 114, ill. opp. p. 226; Malingue 1943, ill. p. 54;

Cassou 1947, pi. 20; Roger-Marx 1949, pi. 46;

Alazard 1950, pp. 105-7, pi. XCVI; Wildenstein

1954, no. 272, pi. 98; Mongan 1957, p. 4; Anon.,

January 27, 1958, pp. 68, 71, ill.; Mongan 1958,

pp. 6-7; Garrisson 1965, pp. 10-11; Rosenblum

1967a, p. 158, pi. 44; Radius and Camesasca 1968,

no. 150, ill.; Clark 1971, pp. 360-61, fig. 15;

Naef 1973 ("Exposition oubliee"),pp. 23-24;

Hauptman 1977, pp. 122-23, fig. 6; Temois

1980a, p. 88; Madoff 1989, p. 107, ill. p. 106; Zanni

1990, no. km, ill.; Michel, Prince of Greece 1992,

p. 81, ill.; Bern 1995, p. 13, ill. p. 14; Vigne 1995b,

p. 276, fig. 238; New York 1996, p. 84, fig. 56;

Roux 1996, pp. 19, 76, pi. 24

Cat. no. 146. Studyfor "Princesse de Broglie
"

(Arms and Hands)

ca. i852—53

Charcoal on tracingpaper

iz
1^x nVgin. (31.6x29.5 cm)

Inscribed in reverse at upper right: etudes d'apres

Me la Princesse de Broglie. [studies after the

princesse de Broglie.]

At lower right, the artist'sposthumous atelier

stamp (Lugt 1477)

Konrad Klapheck, Diisseldorf, Germany

New York only

Provenance: Rene Engel, Geneva; his heirs;

Galerie Jan Krugier, Ditesheim & Cie., Geneva;

purchased by Konrad Klapheck, Diisseldorf

Exhibitions: Geneva 1951, no. 157; New

York 1988b, no. 35

147. Copy after Ingres's 1804 Self-Portrait

Madame Gustave Hequet(?)

ca. i85o—6o

Oil on canvas

34x27^ in. (86.4x69.9 cm)

Inscribed lower left: Ingres / 1804

The Metropolitan Museum ofArt, New York

Bequest of Grace Rainey Rogers, 1943 43.85.1

New York and Washington only

W18

This work is a variant, with several

significant changes, of the self-portrait that

Ingres painted in 1804 and exhibited at

the Salon of 1806. That portrait—known

from a copy painted by Ingres's fiancee,

Julie Forestier, in 1807 (cat. no. 11), a

single proof of an etching retouched by

Ingres (fig. 281), and a photograph made

about 1850 (fig. 282)—no longer exists.

Although there is some disagreement,
1

most scholars believe that the 1804 canvas

was transformed by Ingres about 1850 into

the painting now at the Musee Conde in

Chantilly (fig. 283). The present work,

which reproduces elements ofboth the

original and the revised self-portraits, was

probably made between 1850 and i860. It

Fig. 281. Jean-Louis Potrelle (1788-1824) (?),

after Ingres's 1804 SelfPortrait, before 1850.

Etching, retouched by Ingres in graphite and

white gouache, 18 5^ x 11 3/ in. (47.4 x 29.8 cm)

Musee Ingres, Montauban (68.2.6)

was executed under Ingres's supervision

by one of his students, perhaps Madame

Gustave Hequet.
2
Early sources suggest

that the master himself retouched it. It

seems, however, that he could not have

acquired the copy until 1866.

Julie Forestier's copy of the 1804 por-

trait (cat. no. 11) shows that Ingres had

originally depicted himself in his studio,

his heavy wool coat slung over his shoul-

der, a piece of chalk in his right hand, and

in his left a cloth, with which he erased an

empty canvas. This gesture was ridiculed

by the critics of the Salon, among them the

reviewer for Mercure de France, who wrote,

"In one hand he holds a handkerchief

which he applies for no apparent reason to

Fig. 282. Charles Marville (1816-1878?).

Photograph of Ingres's 1804 Self-Portrait,

ca. 1850. Private collection
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Fig. 283. Self-Pomait, 1804, revised ca. 1850

(W 17). Oil on canvas, 30^ x 24 in. (78.1 x

61 cm). Musee Conde, Chantilly

a canvas that is still blank but that is no

doubt destined to represent the most terri-

fying subjects, to judge by the dark and

wild expression on his face." 3 While this

remark has long been known to scholars,

another citation recently found confirms

that the canvas was indeed blank: "A

painter, with a head of stiff, black hair, is

silhouetted against a large white canvas;

the artist, dressed in black with a white

redingote, wipes with a very white hand-

kerchief; this makes an effect of white on

white. 4 Sometime between 1824 and 1851

Ingres responded to his critics by drawing

on the bare canvas an outline sketch of his

portrait of his close friend Jean-Francois

Gilibert (cat. no. 5), a work that had prob-

ably been conceived as a pendant to the

self-portrait. One occasion for this may

have been Ingres's return to Paris in 1824. 5

Alternately, since Ingres had Gilibert's

portrait in his studio in 1850, following his

friend's death, some scholars believe that

he may have made the modification then,

as a memorial.
6

The sketch of Gilibert is visible in a

photograph of the early self-portrait taken

by Charles Marville (fig. 282). While the

date of the photograph is not known, it

could not have been taken before 1849,

when paper-negative photographs were

first available in Paris,7 nor later than 1851,

by which time Ingres had transformed the

painting into an altogether different work,

which was engraved that year by Achille

Reveil. Indeed, Ingres probably commis-

sioned the photograph to record the

appearance of a picture that he was about

to alter. Apart from the absence of the out-

line sketch, every other detail of Forestier's

copy conforms to Ingres's painting as pho-

tographed by Marville, down to the red

border of the handkerchief and its mono-

gram "I"; Forestier's copy is so close, in

fact, that some scholars have thought that

Marville's photograph depicts her paint-

ing.
8 The etching, known only in a single

proof (fig. 281), was made after Ingres had

added the sketch of Gilibert to his paint-

ing. Although its author is not certain, he

may be Jean-Louis Potrelle, a young

friend of the artist who had executed a

companion print of Ingres's 1805 portrait

of Bartolini (fig. 55).' Ingres corrected

the impression himself with pencil

and white gouache, defining the profile of

his left cheek, adding a highlight to the

same cheek and the tip of his nose, and

flattening the hair at the top of his head.

He then sketched his face on the canvas,

next to Gilibert's head, and wrote instruc-

tions to the etcher "to modify the move-

ment of the eye" and to note that "the

contour of the nose is very fine."
10

About 1850, Ingres undertook a drastic

reworking of the self-portrait. The revi-

sions were so extensive—the original self-

portrait seems to have been cut down on

three sides if not four"—that one wonders

why Ingres did not simply begin anew on a

fresh canvas. He eliminated the one with

Gilibert, painting instead the edge of a

new one barely visible at the right; he

repositioned the extended left arm, bring-

ing the hand to his chest as if to point to a

medal or chain conferred on him by a

patron; he straightened his neck and

flattened the planes of his face, making the

features rounder and more regular and the

lips fuller and more sensual. Most impor-

tant, he changed his attire. He brought his

collar higher up on his neck to frame his

face, and he enveloped himself in a splen-

did brown, velvet-collared carrick, pulled

open across his sleeve and draped in a

manner that suggests a Renaissance cape.

The carrick particularly concerned Ingres:

in a set of drawings now at Montauban, he

studied the movement of its folds and pro-

posed a new position for the right hand,

a change that in the end in he did not

adopt.
12

It was this magnificent portrait, a

rival to Raphael's Baldassare Castiglione

at the Louvre (fig. 181), that Ingres had

engraved by Reveil in 185 1 and displayed

in a position of honor at his great retro-

spective at the 1855 Exposition Universelle.

Five years later, as a result of a compli-

cated chain of events, Ingres agreed to

exchange the reworked self-portrait for

The Turkish Bath (fig. 220), which Prince

Napoleon had acquired but could not dis-

play because of the degree of nudity

depicted. To reward Ingres for his partici-

pation in the exposition, the prince had

arranged for him to be promoted to a grand

officer in the Legion of Honor, the only

distinction of that rank awarded that year

to an artist. Although Ingres felt indebted

to the prince, he was very sorry nonethe-

less to see the self-portrait leave. On April

7, i860, he wrote Frederic Reiset, a cura-

tor at the Louvre and a good friend, who

had acted as intermediary in the transaction:

If I had not been bound by my promise to

you to give my portrait to the prince, I

would not have been able to endure the

moment when I parted from that precious

portrait, which is no longer a part of its

family. The sacrifice is huge, I admit,

given the painful feelings that still afflict

me. Only for the prince, who honored me

with such high esteem, could I furnish

such a proof of devotion, and for you,

dear Sir, who have been kind enough to

involve yourself, as a true friend, in a

matter whose object has caused us both so

much trouble.
13

Feeling such a tremendous sense of loss at

the thought of giving up his self-portrait,

he may have wanted a copy of the depart-

ing canvas. It could thus well be that,

under these circumstances, Ingres encour-

aged Madame Hequet to make the copy

now at the Metropolitan.

This version of the self-portrait was

described in an article by Emile Galichon

that appeared in 186 1 in the Gazette des

beaux-arts:

The features of M. Ingres are already

known to us from a portrait that he made
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of himself in 1804 and that is reproduced

in Reveil's collection. Of this portrait,

now owned by Prince Napoleon, there is

an exact repetition made by a distin-

guished pupil, in which M. Ingres repre-

sented himself wiping with a cloth the

sketch drawn by him on a canvas. The

copy conforms to the first idea of the mas-

ter, modified by a later one, as can be seen

in the engraving by Reveil.' 4

Galichon correctly identified the Metro-

politan's painting as a copy more closely

linked to the 1804 self-portrait than to the

revised painting of 1850. What he did not

know, however, was that it was first painted

as a copy of the latter work: X-radiographs

reveal that originally there was neither a

sketch of Gilibert nor a blank canvas in the

background, but that instead the artist

brought his left hand to his breast.

The original proportions of the Metro-

politan canvas were also similar to those of

the smaller canvas in Chantilly. Presum-

ably before Ingres's death in 1867, this

work was enlarged at the bottom and the

canvas with Gilibert painted in, even

though the oblique edge of the canvas visi-

ble at the extreme right made it redundant.

It would appear that another painter made

these changes, for the left hand that wipes

the canvas is painted in a different, and

perceptibly inferior, manner.' 5 Clearly the

second artist worked either from the

Forestier copy'
6
or from the Marville pho-

tograph, for only those two works con-

tained the sketch of Gilibert and the

extended left arm, which had since been

obliterated in the reworking of 1850.

Other details, such as the position of the

shirt collar and the puff of linen at the

shoulder, also relate more closely to the

1804 portrait than to the later revision.

Nevertheless, the Metropolitan portrait

could not have existed before the 1850

reworking, since its underlying composi-

tion repeats details that occur for the first

time in that painting.

Henri Delaborde catalogued the Metro-

politan picture in 1870, citing "two repro-

ductions of this portrait [the one in

Chantilly], executed by two students of

the master and retouched by himself in the

last years of his life, [that] belong to

Madame Ingres.'" 7 The second copy to

which he refers may be the one made by

Atala Varcollier (nee Stamaty),'
8
which

was modeled on the Chantilly painting

rather than the early self-portrait. Armand

Cambon, a student of Ingres who had

been charged with setting up the Musee

Ingres in Montauban following the death

of the painter, made a copy of the Metro-

politan's picture, then, as Delaborde

noted, in the hands of Madame Ingres. In a

letter of 1874,' 9 Cambon announced his

intention to install his copy over the man-

tle in one of the principal galleries of the

museum; by 1877 tne copy was included in

the museum's catalogue. g.t.

1. The most significant dissenter is Hans Naef,

who considers the painting in Chantilly to be

a wholly new work painted about 1850. See

Naef 1977-80, vol. 3 (1979), p. 203.

2. Eric Bertin has very kindly suggested to me

that the Museum's painting may be the work

described as "Portrait de M. Ingres. Belle

copie faite sous la direction du maitre par

Mme Gustave Hequet, son eleve. L'original

appartient a S.A.I, prince Napoleon" ("Por-

trait of M. Ingres. Fine copy made under the

master's direction by Mme Gustave Hequet,

his pupil. The original belongs to H.I.H.

Prince Napoleon"), which was sold in Paris,

Hotel Drouot, February 21, 1866, no lot

number, "apres deces de M. Gustave Hequet,

homme de lettres & compositeur" ("after the

death of M. Gustave Hequet, man of letters

& composer"). This hypothesis would

require that the work was neither ordered by

Ingres nor given to him as a gift but, rather,

that it was bought by him or Madame Ingres

sometime after the sale but before 1870,

when Delaborde recorded it as in the collec-

tion of Madame Ingres (see n. 17, below).

Gustave Hequet (1803-1865) wrote light

opera before he became a music critic for

L 'Illustration, Gazette de Paris, and La France

musicale, but as of this date, nothing is

known of his wife.

3. "11 tient a la main un mouchoir qu'il porte,

on ne sait trop pourquoi, sur une toile encore

blanche, mais destinee sans doute a represen-

ter les objets les plus effrayans, si Ton en juge

par l'expression sombre et farouche de son

visage." Anon., October 11, 1806 (C.), p. 77;

quoted in Lee 1998, p. 69.

4. "Un peintre, dont la tete a cheveux noirs et

durs, se detache en decoupure sur une grande

toile blanche; l'artiste vetu en noir et recou-

vert d'une redingote blanche essuie avec un

mouchoir tres-blanc; ce qui fait blanc sur

blanc." Anon. 1806, p. 22; quoted in ibid.,

p. 69.

5. Ingres left the 1804 self-portrait in Paris

when he departed for Rome in 1806 (see cat.

no. 11). He would not have had access to it

until he returned to Paris in 1824 and could

not have revised it during his directorate in

Rome from 1835 to 1841. It seems most pos-

sible that the inclusion of Gilibert would

have taken place in 1824, if Jean-Louis

Potrelle, who died that year, was indeed the

author of the etching, which shows the por-

trait in its modified form. However, Susan

Siegfried (1980a, pp. 95-96) believes that the

Potrelle etching was done before Ingres left

for his first stay in Rome, and thus that the

sketch of Gilibert was already present in the

painted self-portrait. But if this is correct,

one is at a loss to explain the absence of the

sketch in Forestier's 1807 copy.

6. A letter from Ingres to Gilibert's daughter

Pauline indicates that the portrait of her

father was in his studio for restoration;

quoted in Boyer d'Agen 1909, p. 416, and

noted in Ternois 1961, p. 21. See the discus-

sion in the entries for cat. nos. 5 and 1 1

.

7. The dating of Marville's photograph poses a

problem. The Musee Ingres, Montauban; the

Bibliotheque Nationale, Paris; and an album

assembled by Degas (private collection)

have albumen prints of the image made from

the same wet-collodion glass plate. This

method, invented in England in 185 1, was

announced in Paris only in August 1851;

Anon., August 24, 1851. Examination of sev-

eral of these prints suggests, however, that

Marville's glass-plate negative reproduced an

earlier photograph made with a paper nega-

tive, which could have been produced in

1849 or later. I thank Malcolm Daniel for his

advice on this matter.

8. Lapauze 1911a, p. 46. Siegfried also believes

that the Marville photograph reproduces the

Forestier painting; Siegfried 1980a, p. 95, n. 9.

However, in comparing an original print of

the Marville photograph with the actual can-

vas by Forestier, I noted a number of small

variations: the Forestier has fewer highlights

in the hair and a different set of shadows cast

by the coat sleeve in the lower left corner;

further, the hook on the easel at the far right

is not the same as the hook in the photograph.

9. Siegfried attributes the engraving to Potrelle;

Siegfried 1980a, pp. 96, 97, n. 11.

10. "Modifier le mouvement de l'oeil—Le con-

tour du nez est tre fin.
—

"

11. Although likely, it is still not absolutely cer-

tain that the 1804 self-portrait lies beneath

the surface of the painting now at Chantilly.

X-radiographs taken in i960 were inconclu-

sive, owing to a lead-rich canvas preparation

that rendered the paint layers indistinct to

radiography, according to Madeleine Hours,

director of the Laboratoires des Musees de

France. See Ternois 1961, p. 21, and a letter

of June 22, 1963, Archives, Department of

European Paintings, The Metropolitan

Museum of Art. To my eyes, however, the
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surface of the Chantilly canvas bears all the

marks of the extensive revisions.

12. Musee Ingres, Montauban, inv. 867.272,

867.269, 867.270. These studies for the car-

rick do not show Ingres's left hand in its final

position at his chest. This suggests that Ingres

had not yet decided to eliminate the gesture

of wiping the canvas and may also explain

the existence oftwo related drawings—one

for his extended left arm (inv. 867.274), the

other for his right hand (inv. 867.273)—that

Armand Cambon catalogued as studies for

the revised self-portrait. Georges Vigne

rejects this identification because these

details do not appear in the Chantilly canvas,

but it is possible that Ingres considered

changes that in the end he did not adopt

(Vigne 1995a, nos. 2677, 2678). Neverthe-

less, Daniel Ternois (in Ternois 1959a)

regards these last two drawings as inferior

in quality and attributes them to a studio

assistant; perhaps they were made by the

student who painted the Metropolitan's

copy.

13. "Si je n'eusse ete lie par mon engagement

avec vous de donner au prince mon portrait,

je n'aurais pu le tenir au moment ou je me

suis separe de ce cher portrait qui ne fait plus

partie de sa famille. Le sacrifice est grand, je

l'avoue, par la penible emotion dont je suis

encore saisi. Il n'y a que le prince qui

m'honore d'une si haute estime pour lequel

je puisse donner pareille preuve de devoue-

ment, et pour vous, cher Monsieur, qui

voulez bien vous meler, en [sic] vrai ami,

d'une affaire dont le motif si inattendu nous

donne a tous deux tant d' ennui." Quoted in

Delaborde 1870, p. 252.

14. "Les traits de M. Ingres sont encore connus

par un portrait qu'il fit de lui-meme en 1804

et qu'on trouve reproduit dans le recueil de

Reveil. De ce tableau, actuellement possede

par le prince Napoleon, il existe une repeti-

tion tres-exacte faite par un eleve distingue,

dans laquelle M. Ingres s'est represente

essuyant avec un linge l'ebauche tracee par

lui sur une toile. Cette copie est conforme a

la premiere pensee du maitre, modifiee par la

suite, ainsi qu'on peut le voir dans la gravure

de Reveil." Galichon 1861a, pp. 359—60;

quoted in Burroughs i960, p. 4.

15. This observation was made in i960 by

Louise Burroughs in an excellent article, the

first to set down properly the complicated

relationship between the various versions of

the portrait; Burroughs i960, pp. 4—5. See

also the correction {Bulletin du Musee Ingres

1961, p. 19) in which the photograph of the

Forestier copy was substituted for the Mar-

ville photograph.

16. The Forestier copy had been sent to Ingres's

father in Montauban in 1807. Presumably he

kept it there, but the painter may have Subse-

quently taken possession of it.

17. "deux reproductions de ce portrait, executees

par deux eleves du maitre et retouchees par

celui-ci dans les dernieres annees de sa vie,

appartiennent a madame Ingres." Delaborde

1870, p. 251.

18. Oil on canvas, 28'^ x 36 '/ in. (73 x 92 cm),

sold Hotel Drouot, Paris, November 15,

1976 (Maitre Paul Renaud), lot 110; present

location unknown. Eric Benin has kindly

brought to my attention that this painting,

which is cited in Lapauze 1911a, p. 48, as

belonging to the Marchand collection, was

probably the work sold at the Hotel Drouot,

Paris, March 4, 1935, no. 62.

19. Quoted in Burroughs i960, p. 7.

Provenance: Possibly the work by Madame

Hequet sold at the Hotel Drouot, Paris,

February 21, 1866; possibly purchased at that

sale by Ingres; the artist until his death in 1867;

bequeathed to his widow, Mme Delphine Ingres,

nee Ramel, Paris; bequeathed to her brother

Albert Ramel upon her death in 1887; his

widow, Mme Albert Ramel; their daughter Mme
Emmanuel Riant; Wildenstein & Co., Paris and

New York; purchased from them by Mrs. Grace

Rainey Rogers (1867— 1943, New York, October

1, 1937; her bequest to The Metropolitan Museum

of Art, New York, 1943

Exhibitions: Paris 1885, no. 156?; Paris

1921, no. 6; Atlanta, Birmingham 1955, no. 4;

Duluth 1956; New York 1988-89

References: Delaborde 1870, under no. 129;

Lapauze 1911a, p. 48; Pach 1939, p. 13, frontis-

piece; Wildenstein 1954, no. 18, fig. 9; Burroughs

i960, pp. 1-7, ill; Ternois 1961, p. 21; Sterling

and Salinger 1966, pp. 13-15, ill.; Picon 1967,

p. 12; Radius and Camesasca 1968, no. 17b, ill.;

Baetjer 1980, vol. 1, p. 90, vol. 3, ill. p. 546;

Connolly 1980, pp. 52, 53, 65, n. 2, fig. 1; Picon

1980, p. 8, ill.; Ternois 1980, no. 20, ill.; Baetjer

1995, p. 402, ill.; Fleckner 1995, p. 25
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148. Self-Portrait at Seventy-Eight

148. Self-Portrait at Seventy-Eight

l858

Oil on canvas

24%x 20 1/
g

in. (62 x5i cm)

Signed, dated, and inscribed upper right: J .A.D

.

INGRES / Pictor Gallicus / SE IPSUM

Px7anno ^etatis LXXVIII / M DCCC LVIII

[J. A. D. Ingres/French painter/ painted this

himself/ at the age of 78 /1858]

Galleria degli Uffizi, Florence

W 285

149. Self-Portrait

1864-65

Oil on canvas

251/x 20
7/
8

in. (64x53 cm)

Signed, dated, and inscribed upper right:

J. Ingres peint par lui / pour la celebre

Academie d'Anvers. [J. Ingres painted by

himself/for the celebrated Academy of

Antwerp.]

Koninklijk Museum voor Schone Kunsten,

Antwerp

W316

149. Self-Portrait

While Ingres was director at the Academie

de France in Rome, the director of the

Uffizi in Florence, Antonio Ramirez di

Montalvo, asked him in a letter ofDecem-

ber 24, 1839, to provide the museum with

a canvas for their gallery of self-portraits

of distinguished artists, both national and

foreign. Ingres, who was then about to

commit himself in earnest to work on the

long-delayed portrait of Cherubini (fig.

221), could not in good faith accept a new

responsibility. On January 26, 1840, he

declined, expressing his gratitude and

regret that his obligations at the Villa

Medici precluded compliance with the

request. He could not, he wrote, neglect

his duties simply to satisfy his artistic van-

ity.
1 The invitation was renewed on

December 15, 1855, by a new director,

Marchese Luca Bourbon del Monte, who

appealed to the artist's strong sense of

competition: "You must act as the cham-

pion of the Portraits by Painters of the

modern French School, because ifyou

appear in this gallery no other celebrated

painters of this illustrious nation will be

disdainful of sending their own, and I am

even certain that all of them would want to

follow your lead."
2
This new appeal was

seconded by Marchese Tanay de' Nerli, a

representative of the Tuscan duchy to the

court of Napoleon III.
3

Owing to a confluence of factors, this

time Ingres was ready to oblige. The death

of his wife in 1849 and his own advancing

years had instilled in him a sense of mor-

tality that had not been nearly as strong in

1840. Also, as part and parcel of his efforts

to assemble the retrospective of his work

for the Exposition Universelle of 1855, he

felt a newly heightened desire to fix the

image he would leave to posterity, rather

than to allow posterity to form its own.

His reworking, about 1850, of his 1804

self-portrait (see cat. nos. 11, 147) provides

ample evidence of this intent. Finally, the

unanticipated happiness he experienced as

a result of his marriage to Delphine Ramel

in 1852—he had been devastated by the

death of his beloved Madeleine—enabled

him to show himself as the truly contented

man that he had become.

On March 20, 1858, Ingres wrote to

Bourbon del Monte that he had finished his

self-portrait:

Monsieur le Directeur,

Several years ago you kindly reminded

me that the directorate of the Royal

Gallery of Florence had honored me with

a request for my portrait, painted by me,

to be placed in that magnificent gallery,

where the portraits of so many illustrious

artists are kept for posterity.

I am extremely honored that my place

was recorded in that honorable assembly,

and I beg you, Monsieur le Directeur, to

accept all my excuses and regret for not

complying sooner to the request that you

so kindly addressed to me. But I have

just completed my portrait, finally, and I

am ready to send it to you. However,

I wanted to make this portrait simple and

humble so that the great Painters among

whom I am about to sit will not accuse me

of prideful temerity.

Kindly tell me, Monsieur le Directeur,

by which means I should send you my

painting, in order to avoid delay or

accident.

I repeat, Monsieur le Directeur, all my
thanks for the signal honor that I am

receiving, and I hope that you will accept

the expression of the high consideration

With which I have the honor to be

Your very humble and very devoted

servant

J. Ingres4

The painting arrived in Florence in

April 1858 and was immediately submitted

to the grand duke for inspection. Ingres

heard nothing but compliments. Tanay

de' Nerli, who saw the portrait in Ingres's

studio, wrote back to Florence on April 12

that it was "magnificent," the inspector of

the Uffizi called it "superb," and Bourbon

del Monte arranged to have Ingres deco-

rated. 5 Despite his previously expressed

misgivings, Ingres revealed something

very like "prideful temerity" in a May 30

letter to Charles Marcotte:
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Fig. 284. Rembrandt van Rijn (1606-1669).

Self-Ponrait at the Age ofSixty-Three, 1669.

Oil on canvas, 33^ x 27^ in. (86 x 70.5 cm).

National Gallery, London

Our friend Gatteaux, presently in Florence,

is witness to all of the honorable senti-

ments expressed on the subject of my por-

trait, modest as it is, and those to which he

could admit. . . . The grand duke has kept

it for some time in his Pitti Palace apart-

ments. Finally, having judged it worthy to

appear alongside the portraits of the great

painters in the Uffizi, he will have it

placed there, after having gratified the

author with the Order of Merit of Saint

Joseph of Tuscany.

Considering the society of artists whom

he was about to join, it is curious that

Ingres portrayed himself not as a painter

but as a grand bourgeois. The rosette of a

grand officer in the Legion of Honor

pinned to his vest (in 1855 he had finally

achieved the most exalted rank), he wears

the stiff and sober costume of a banker or

bureaucrat. Lacking even a hint of the

dandyism that is often visible in his

depictions ofother men, this self-portrait

calls to mind Ingres's complaint that "for

me, it is one of the labors of Hercules to

dress myself."
1 Modern writers have inter-

preted Ingres's facial expression as

demanding and somewhat menacing,

"since he [was], particularly at the end of

his life, authoritarian and intransigent,

often incapable of controlling his bad

humor when things [did] not go as he

[wished]."
8
Robert Rosenblum sees the

Fig. 285. Self-Portrait at the Age ofSeventy-

Nine, 1859 (W 292). Oil on paper, mounted

on canvas, 25
1/ x 20'/ in. (64.8 x 52 cm).

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

"unmitigated disclosure" of personality

characteristic ofmany of Ingres's portraits

of the elderly. 9 Although comparisons

with contemporaneous photographs show

that Ingres is, in fact, about to smile (see,

for instance, fig. 340), that pleasantry is

no more than a minor concession to the

forbidding intensity that he wishes to con-

vey here. Doubtless he sought to liken

this work to his portraits of Bertin and

Cherubini (cat. nos. 99, 119), two men

whom he admired tremendously, perhaps

because they achieved the dominance in

their respective fields that he sought in

his own.

At this point in his life, when Ingres

wanted nothing more than to make all

artists submit to his one true god, Raphael,

he had already remade his 1804 self-

portrait into a paradigm of Raphaelism

(see cat. no. 147). Yet in the portrait des-

tined for the Uffizi he seems instead to

hark back to Rembrandt. Ingres, of

course, knew Rembrandt's youthful self-

portrait of 1633 at the Louvre, but more to

the point is the Self-Portrait at the Age of

Sixty-Three (fig. 284), which exhibits a

similar pose seen in half length, as well as

a comparable intensity of expression.

(Ingres never traveled to London but he

must have known the picture through

reproduction; Charles Blanc published his

book on the Dutch master about the time

that the portrait was begun by Ingres.)
10

Rembrandt was more truthful to himself

than Ingres, who in this portrait smoothed

his skin and darkened his gray hair. The

half-length view with an arm brought

across the chest had been developed in

Italian portraiture during the late fifteenth

and early sixteenth centuries, but it was soon

adopted extensively by artists in northern

Europe. The richly textured surfaces of

Graphite on paper, jV
s
x in.

(19.5 x 14.8 cm). Ecole des Beaux-

Arts, Paris

Fig. 286. Gerothwohl and

Tanner. J.-A.-D. Ingres.

Photograph, ca. 1855. Location

unknown
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Rembrandt's mature painting are far

removed from the porcelain perfection of

Ingres's late work, and Ingres himselfwas

disdainful of the earlier master's style.

Nevertheless, Rembrandt had studied

Raphael intently and had assimilated aspects

of Raphael's compositions into his own. A
key component of Ingres's portrait for the

Uffizi derives from his earlier, Raphael-

esque self-portrait: the emphasis on the

baleful eyes. Henry Lapauze commented

on "the eyes of his twenty-fifth year, which

look at you, scrutinize your conscience and

would hardly consent to lower themselves.

His nostrils quiver, his mouth is going to

open for an impetuous imprecation.""

Here, for what appears to be the first

time in his career, Ingres used a photo-

graph as the primary model for a portrait.

By the 1850s photography had become

such a ubiquitous studio tool that Henri

Delaborde noted this fact without remark-

ing on it as exceptional. Referring to the

version of the portrait now at the Fogg

Art Museum (fig. 285), Delaborde wrote

in 1870, "For the execution of this portrait

Ingres used a photograph that M. Masson,

in his turn, reproduced as an etched

engraving."
12
More than a hundred years

later, Hans Naef reproduced the photo-

graph (fig. 286), by the Parisian house of

Gerothwohl and Tanner, as well as the

subsequent etching by Alphonse Masson.' 3

It appears that Ingres first used the photo-

graph to make an oil sketch on paper,

carefully reproducing the planes of light

and shadow visible in the photograph and

slavishly copying the way his hair appeared.

Most probably he then had an assistant

transfer the outline of the sketch to the

canvas destined for the Uffizi and worked

with the assistant to paint the costume and

chair. The seamlessly smooth final surface

is characteristic of his late finished portraits,

and since all personality has been eliminated

from the brushstrokes, it is impossible to

determine the extent of collaboration.'4

Sometime over the course of the follow-

ing year, Ingres mounted his preparatory

oil sketch on a canvas in order to complete

it as a second self-portrait.' 5 This portrait,

the version now at the Fogg, was intended

to serve as a pendant to that of his wife,

Delphine (fig. 213), painted in the summer

of 1859, a"d was given to her upon its com-

pletion. No longer the stolid bourgeois,

Ingres shows himself as a cultivated citizen

of the glittering capital of Europe—a man

with a permanent seat at the Comedie

Francaise. Slimming his face and figure, he

appears in evening dress, wearing his cov-

eted star of a grand officer in the Legion

of Honor as well as the decoration he

had just received from the grand duke of

Tuscany; the new outfit also appears in a

drawing now at the Ecole des Beaux-Arts

(fig. 287).'
6

Some five years later, in late 1864 or

early 1865, Ingres had the second version

of the portrait traced and the design trans-

ferred to a new canvas destined for the

Koninklijke Academie voor Schone

Kunsten in Antwerp (cat. no. 149). Ingres

had been made an associate member of the

Academie on September 6, 1853, tne vear

it was reorganized; he became a full mem-

ber on August 18, 1857, occupying the seat

vacated upon the death of Paul Delaroche.

The portrait was obligatory, and, as usual,

Ingres's reluctance was evident. On Feb-

ruary 12, i860, he addressed his excuses to

the president of the Academie:

Monsieur le President,

I was unaware, until now, of the obliga-

tion of members of the Antwerp Academy

of Fine Arts of which your letter of the

fourth inst. has the honor of informing

me. I would happily submit ifmy work

and my time were not already rigorously

accounted for. I still have several engage-

ments to fulfill, and at my age and with

my health I am no longer permitted to

accept new ones.

To my great regret, Monsieur le Presi-

dent, I find that I am forced to fail in my
duties to an academy of which I am proud

to be a member, as well as in my duties to

all of you, dear sirs, who have so kindly

included me in your midst.

Please accept, Monsieur le President,

the expression of all my feeling and ofmy
high consideration

with which

I have the honor to be

your very grateful servant

J. Ingres

Member of the Institut'
7

More than three years later, Ingres had

not yet complied. He wrote from his

brother-in-law's house at Meung-sur-

Loire on September 21, 1863:

Monsieur le directeur,

I regret that I cannot respond to your

request to fix a date at which I will be able

to send to the Antwerp Academy the por-

trait that has been requested several times

and that my bad state of health has forced

me to defer.

I was very sick for four months this

winter; as soon as it was possible, I had to

leave Paris to look for rest and a change

of atmosphere. In these conditions it was

impossible for me to attend to my art, and

I fear that to regain my health entirely I

will be obliged to leave France for some

time as soon as the cold makes itself felt.

I very much regret, Monsieur, that I

cannot indicate when I will be able to get

back to work. Please believe, however,

that I intend to fulfill my promise and that

I will attend to the work that interests you

as soon as it is possible.

Please, Monsieur, accept the assurance

ofmy very sincere respect

J. Ingres

Senator

Meung'
8

Finally, he announced completion on

July 3, 1865:

Monsieur le President:

I am sorry to be so late in sending my
Portrait to the Antwerp Academy, as I

promised.

I hope that the Academy, as well as

you, Monsieur le President, will please

excuse me, out of consideration for my
age and the uncertainty ofmy health,

which prevented me from fulfilling this

obligation sooner.

I attach as well a photograph ofmy new

composition of Homer Deified, which I

hope the Academy will kindly accept:

Please, Monsieur le President, accept

my sincere respects.

J. Ingres

Senator, member of the Institut

and of the Royal Academy of Fine

Arts of Antwerp
1 '

This portrait would be the last he would

paint. It is remarkably fine. While an assis-

tant may have laid in the figure and cos-

tume (some underdrawing in pencil is

visible), only Ingres could have painted

the face. Pink glazes are freely brushed
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over the forehead and lips, while quick,

assured strokes delineate the pale brown

irises and large pupils of his eyes. Rather

than emulating the porcelain finish of the

Uffizi portrait, this work has the same

sketchy quality as the portrait at the Fogg.

No assistant would have taken such liber-

ties. Proud of his abilities at the age of

eighty-five, Ingres inscribed the portrait

"J. Ingres painted by himself for the cele-

brated Academy of Antwerp."

G.T.

1. According to Giovanni Poggi, who cites but

does not reproduce the two letters in ques-

tion; Poggi 1949, pp. 58—60. Ingres's letter is

transcribed (in Italian) in Florence 1977,

p. 64: "I would do anything I can to grant

you your honorable and gracious request;

however, so much work for people who are

waiting has been held up, and so heavy are

the obligations of management with which I

am charged, that [these responsibilities]

absorb the greater part ofmy time in Rome,

and I am at this moment prevented by my

conscience from occupying myself with

interests that satisfy only my personal vanity

as an artist. I feel obliged to confess my
embarrassment sincerely, trusting to your

understanding, and assure you that I will

solicitously seize the first opportunity to

respond to your request." ("Faro tutto il pos-

sible per esaudire la vostra onorevole e

graziosa richiesta; ma tanto lavoro arretrato

per persone che vorrei proprio contentare e

le cure della direzione che mi e affidata, che

assorbono la parte migliore del mio tempo

romano, rendono per me, lo confessso, un

problema di coscienza occuparmi in questo

momento di interessi che soddisfano solo la

mia vanita di artista. Mi sentivo obbligato a

far sincera confessione del mio imbarazzo

alia vostra benevolenza, pur assicurandovi

che afferrerd con sollecitudine il momento

adatto per rispondere al vostro appello.")

2. "il devrait representer le champion des

Portraits de Peintres de l'Ecole Francaise

moderne, car s'il figurait dans cette salle

aucun autre des celebres peintres de cette

illustre nation ne dedaignerait d'envoyer le

sien, et je suis meme sur que tous ambition-

neraient de lui faire cortege." Quoted in

Rome, Florence 1990, no. 31.

3. Poggi 1949, p. 60.

4. "Monsieur le Directeur,

Vous avez bien voulu me rappeler il y a

deja plusieurs annees, que la direction de la

Rle
Galerie de Florence m'avait font l'honneur

de me demander mon portrait, peint par moi-

meme, pour etre place dans cette magnifique

galerie, ou les portraits de tant d'illustres

artistes sont conserves a la posterite.

Je suis extremement honore, que ma place

ait ete marquee dans cette honorable assem-

ble et je vous prie, Monsieur le Directeur,

de recevoir toutes mes excuses et mes regrets,

si je n'ai pu me rendre plutot, a la demande

que vous avez bien voulu m'adresser; mats

enfin je viens de terminer mon portrait et je

suis pret a vous l'envoyer; ce portrait, cepen-

dant, j'ai voulu le faire simple et modeste,

afin que les grands Peintres, aupres desquels

je viens m'asseoir, ne puissent me taxer d'une

orgoueilleuse [sic] temerite.

Veuillez je vous prie, Monsieur le

Directeur, m'indiquer par quelle voie je puis

vous expedier mon tableau, afin de prevenir

les retards , ou accidents.

Agreez [sic] encore, Monsieur le Directeur,

tous mes remerciements pour l'insigne hon-

neur que je recois et veuillez recevoir

l'expression de la haute consideration,

avec laquelle j'ai l'honneur d'etre

votre tres humble et tres obeissant

serviteur,

J. Ingres."

Quoted in ibid., p. 59.

5. Rome, Florence 1990, no. 31.

6. "Notre ami Gatteaux, presentement a

Florence, est temoin de tous les honorables

sentiments qu'on exprime a propos de ce

portrait, et auxquels, tout modeste qu'il est, il

pouvait pretendre. . . . Le grand-due le tient

depuis quelque temps dans les appartements

de son palais Pitti. Enfin, l'ayant juge digne de

figurer a cote des portraits des grands pein-

tres dans la galerie des Offices, il va l'y faire

placer, apres avoir gratifie l'auteur de l'ordre

du Merite de Saint-Joseph de Toscane."

Quoted in Delaborde 1870, p. 253; Ternois

1999, letter no. 103.

7. "Faire une toilette est pour moi un des

travaux d'Hercule." Ingres to Gilibert,

August 29, 1822, in Boyer d'Agen 1909,

p. 86; quoted by Cohn and Siegfried in

Cambridge (Mass.) 1980, p. 158.

8. "tel qu'il est, surtout a la fin de sa vie, autori-

taire et intransigeant, incapable souvent de

maitriser sa mauvaise humeur quand les

choses ne vont pas comme il le desire."

Alazard 1950, p. 107.

9. Rosenblum 1967a, p. 92.

to. Blanc 1853.

1 1 . "les yeux de ses vingt-cinq ans, qui vous

regardent, scrutent votre conscience et ne

consentiraient point a se baisser. Ses narines

fremissent, sa bouche va s'ouvrir pour une

impetueuse imprecation." Lapauze 1911a,

p. 504.

12. "Ingres s'est servi pour l'execution de ce

portrait d'une photographie que M. Masson a

son tour a reproduite dans une gravure a

l'eau-forte." Delaborde 1870, p. 253.

13. Naef 1977-80, vol. 3 (1979), p. 206, figs. 9,

10. Eric Benin has very kindly brought to

my attention that the Masson etching was

first published mL'Artiste on April 5, 1857,

as an illustration to an article on Ingres by

Theophile Gautier. On May 3, 1857 (p. 92),

the magazine noted, "The magnificent por-

trait of M. Ingres that opens the Gallery ofthe

19th Century was engraved by M. A[.] Masson

after a photograph by Messrs. Gerothwohl

and Tanner, which the illustrious master has

himself identified as the most successful and

the best likeness." ("Le magnifique portrait

de M. Ingres qui ouvre la Galerie du XIXs

siecle a ete grave par M. A[.] Masson, d' apres

une photographie de MM. Gerothwohl et

Tanner, que l'illustre maitre a lui-meme

indiquee comme la mieux reussie et la plus

ressemblante.")

14. Eric Benin has informed me that there are at

least two copies of the Uffizi painting: one by

Etienne-Francois Haro at the Musee Ingres,

Montauban, another by Victor Mottez at the

Musee Rolin, Autun.

15. This observation was first made by Marjorie

Cohn and Susan Siegfried in Cambridge

(Mass.) 1980, p. 158.

16. This drawing stands out as curiously distinct

from Ingres's usual graphic style; it may be a

copy, not by Ingres, of either the Fogg or the

Antwerp portrait.

17. This and the following two letters (see nn. 18

and 19, below) are reproduced thanks to

the generosity of Jeff van Gool, archivist

of the Koninklijke Academie voor Schone

Kunsten:

"a Monsieur le Bourgmestre d'Anvers

President de 1'Academie des Beaux-Arts

Paris 12 fevrier i860

Monsieur le President,

J'ignorais, jusqu'ici, l'obligation des

membres de 1'Academie des beaux arts

d'Anvers, dont votre lettre du 4 c
1

[courant]

me fait l'honneur de me donner connais-

sance. J'y souscrirais volontiers si mes

ouvrages et mon tems [sic] n'etaient

rigoureusement comptes. Mais j'ai encore

plusieurs engagements a remplir et a mon

age et a cause de ma sante, il ne m'est plus

permis d'en contracter de nouveaux.

Je me vois done, a mon grand regret,

Monsieur le President, force de manquer a

mes devoirs envers une academie, dont je

suis fier d'etre membre et envers vous tous,

Messieurs, qui avez bien voulu m'appeler au

milieu de vous.

Veuillez agreer, Monsieur le President

l'expression de toutes mes sympathies et de

la haute consideration

avec laquelle

j'ai l'honneur d'etre

votre tres reconnaissant serviteur

J. Ingres

Membre de 1'institut"

18. "a Monsieur le directeur de 1'Academie des

Beaux-Arts d'Anvers
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Meung 21 Septembre 1863

Monsieur le directeur,

Je regrette de ne pouvoir repondre a votre

desir, en vous fixant l'epoque a laquelle je

pourrai envoyer a l'Academie d'Anvers, le

portrait qu'elle m'a fait demander plusieurs

fois et dont le mauvais etat de ma sante, m'a

force de differer l'execution.

J'ai ete tres malade pendant quatre mois,

cet hiver et j'ai du quitter Paris, des que cela

m'a ete possible pour chercher le repos et le

changement d'air; dans ces conditions, il m'a

ete impossible de m'occuper de mon art et je

crains pour remettre entierement ma sante,

d'etre oblige de quitter la France, pendant

quelque tems [tie], des que les froids se

feront sentir.

Je regrette beaucoup, Monsieur, de ne

pouvoir vous assigner l'epoque a laquelle je

pourrai me remettre au travail; Croyez

cependant, que je tiens a remplir ma

promesse et que je m'occuperai de l'oeuvre

qui vous interesse aussitot que cela me sera

possible.

Veuillez, Monsieur, recevoir l'assurance

de ma consideration tres distinguee.

J. Ingres

Senateur

Meung"

"a Monsieur le President

de l'Academie Rle
des beaux arts d'Anvers

Paris
3
juillet 1865

Monsieur le President:

Je regrette d'avoir tant tarde a envoyer

mon Portrait a l'Academie d'Anvers, comme

je l'avais promis.

J'espere que l'Academie, ainsi que vous,

Monsieur le President, voudrez bien m'excu-

ser, eu egard a mon age et a l'irregularite de

ma sante, qui ne m'ont pas permis de remplir

plus tot cet engagement.

Je joins a l'envoi une photographie de ma

nouvelle composition d'Homere Deifie, que

je prie l'Academie de vouloir bien accepter:

Veuillez, Monsieur le President, recevoir

l'assurance de ma haute consideration.

J. Ingres

Senateur, membre de l'lnstitut

et de l'Academie Rle
des beaux arts

d'Anvers"
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Ternois 1980, pp. 7, 103, no. 326, ill.; Zanni 1990,

no. 108; Bertin 1995, p. 105; Vigne 1995b, p. 295
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INDEPENDENT PORTRAIT
DRAWINGS, 1841-1867

150. Antoine Thomeguex

April 1841

Graphite
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in. (2S.8x18.8cm)

Signed and dated lower left: Ingres / a Madame

Thoneguex / flor 1841 — [Ingres / for

Madame Tho[m]eguex / Flor(ence) 1841]

Private collection

N384

Some twenty Ingres portraits are devoted

to members of three interrelated families

the artist came to know in Florence: the

Gonins, the Thomeguex, and the Guerbers.

Ingres and his wife, Madeleine, became

acquainted with the Swiss merchant Jean-

Pierre Gonin soon after they moved to the

Tuscan capital in 1820, and Gonin offered

the artist invaluable support during the

often difficult years he spent there. Through

Gonin, Ingres came to know some of

the prominent families the businessman

counted among his friends, notably the

Leblancs (see cat. nos. 88, 89, 92—94) and

the Lazzerinis (see cat. no. 90).
1

Born in Geneva in 1783, Gonin had

begun his career as a traveling salesman

and after marrying in 1809 and starting a

family had joined the trading firm of

Gerber & Cie., based in Bern. The firm,

with branches in a number of European

cities and eventually in New York, was

chiefly engaged in marketing straw hats

and, later, articles of silk as well. In 1815

Gonin was sent to Florence to manage a

branch in which he apparently became a

shareholder, for it was soon called Gerber,

Gonin & Cie. The business obviously pros-

pered, for Gonin maintained a large estab-

lishment on the floors above his offices in

a palace near the church of Santo Spirito.

In the years Ingres knew the family well,

the household consisted of the merchant

and his hospitable wife, Louise; their six

children—Louise (born in 1810), Jean

(1812), Etienne (1813), Constantin (1818),

Antoine (1819), and Jeanne (1823); the

children's titled French governess, Made-

moiselle de Bar; Gonin's younger sister

Jeanne (born 1787); and the Swiss porce-

lain painter Abraham Constantin.
2

Gonin's closest business associate was

another Geneva native, Pyrame Thome-

guex (born 1789), who owned a straw-

hat factory just outside Florence. In 1822

Thomeguex married Gonin's sister Jeanne,

who in 1823 bore him a son, Antoine, the

subject of this drawing, and a daughter,

Louise, in 1825. Both Gonin and Thome-

guex were staunch Protestants, and the

two were influential in establishing the

first Protestant congregation in their

adopted city, L'Eglise Evangelique Refor-

mee de Florence, as well as the Protestant

cemetery just outside the Porta Pinti.

Ingres stayed in frequent contact with the

Gonin and Thomeguex families between

1824 and 1834, when he was away from

Italy, in France. The chief news from

Florence during that period was the death

of the Gonins' oldest son, Jean, in 1828

and Louise's marriage in the following

year to Auguste Gerber (born 1805), the

eldest son of the head of the parent firm

in Bern. Having come to work in the

Florence branch, Gerber found it neces-

sary to change the spelling of his name to

Guerber so that the Florentines would

pronounce it correctly.

Ingres first met the new member of the

family when he stopped in Florence on his

way to Rome in December 1834. During

his six years there as director of the Acade-

mie de France, he is known to have made

at least one brief visit to Florence, in 1836,
3

and surely must have entertained an occa-

sional traveler from Florence. The Gonin

children's governess, for example, was a

guest at the Villa Medici in August 1838.
4

Ingres last saw the Gonin clan during a

ten-day stopover on his return journey to

Paris in April 1841. The timing was fortu-

itous, for very soon many ofthem would

die or emigrate, owing to a decline in the

fortunes of the firm. Jeanne Thomeguex

died in 1842, her husband in 1844. Antoine,

their only surviving child, moved to

Geneva, where he spent the remainder of

his long life. Auguste Guerber immigrated

to America in 1844 and sent for his wife

and children the following year. As for the

remaining Gonin children, Etienne was

already in America, Constantin soon

moved to Geneva, and Jeanne, who mar-

ried Auguste Guerber's younger brother

Edouard in 1845, settled in Bern. Antoine
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was the only one to stay in Florence,

where he married a Swiss woman in 1850.

His mother had returned to Geneva after

losing her husband and died there in 1858.

These essential names and dates make the

rich series of Gonin-Thomeguex portraits

less perplexing. The more important works

dating from the years in which Ingres lived

in Florence are a drawing that almost

surely depicts Louise Gonin at the age of

ten (fig. 142); a droll portrait drawing of

Pyrame Thomeguex (fig. 141); an oil por-

trait of Jeanne Gonin done in 1821 (cat.

no. 87), before her marriage to Thomeguex;

and a drawing of Thomeguex's father,

Antoine, a crusty Geneva clockmaker

who must have come to Florence on the

occasion of his son's wedding (N 260).

Other drawings from this period depict-

ing one or another of the Gonin sons

have been lost or are known only from

photographs.

One of the drawings in the series was

executed in Paris in 1825 (N 292; Musee

d'Art et d'Histoire, Geneva). Dedicated to

Madame Gonin, it depicts an unidentified

woman of roughly thirty. It seems plausible

that she is again Jeanne Thomeguex,

though here the young woman appears less

robust than she does in the painting of four

years earlier. Among the works that once

belonged to her is a delightful pencil por-

trait of Madeleine Ingres (cat. no. 108) that

is dedicated "to her good friend Madame

Thomeguex." The existence of these two

drawings suggests that Jeanne may have

accompanied her friend Madeleine to Paris

in the early weeks of that year.

Apparently Ingres made only one por-

trait during his visit to Florence in 1834, of

a handsome, unnamed young man that the

artist dedicated to Monsieur and Madame

Gonin (N 361; Fogg Art Museum, Cam-

bridge, Massachusetts). The subject may

be their second son, Etienne, who had

just turned twenty-one and was about to

leave for New York; 5 however, there are

a number of reasons to suspect that it is

actually one of his younger brothers, either

Constantin or Antoine, then sixteen and

fifteen respectively.

On his return trip to Paris in 1841, dur-

ing the artist's brief stay in Florence with

his old friends, he executed a splendid pair

of matching portrait drawings of the Jean-

150

Pierre Gonins, both ofwhom were then

approaching sixty; the present drawing of

the younger Antoine Thomeguex, just

turned eighteen and radiant with confi-

dence; and a rendering of Auguste Guerber

at age thirty-five (N 383), already head of

the parent firm in Bern and father of five.

H.N.

For the author's complete text, see Naef

1977-80, vol. 2 (1978), chap. 112 (pp. 384-410).

1. For information about the Gonin family home

and its importance as a haven for French-

speaking visitors to Florence, the author is

indebted to Louise Burroughs, nee Guerber,

Gonin's great-great-granddaughter, who

was for many years a curatorial staffmember

at the Metropolitan Museum in New York.

Beginning in the 1950s Mrs. Burroughs

supplied the author with much information

by letter, and at his invitation she later con-

tributed the essay on the Gonin-Thomeguex-

Guerber clan that appears in Naef 1977-80,

vol. 2 (1978), pp. 406—10. See also Guerber

1927, p. 215.

2. On Constantin, see Plan 1930.

3. Ingres to Charles Marcotte, November 3,

1836, quoted in Lapauze 1913, p. 96; in

Ternois 1999, letter no. 32.

4. Ingres to Alexis Le Go, August 7, 1838,

quoted in Henriot 1911, p. 22.

5. Louise Burroughs (see n. 1, above) offered

this identification.
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Provenance: Mme Pyrame Thomeguex,

nee Jeanne Gonin (1787— 1842), Florence;

Pyrame Thomeguex (1789— 1844), Florence;

their son, Antoine Thomeguex (1823-1899),

Bellevue, near Geneva; Theodore de Saussure,

mayor of Genthod-Bellevue, until 1903; his

nephew Ferdinand de Saussure, Vufflens-sur-

Morges, until 1913; his son Jacques de Saussure,

Vufflens, until 1969; his widow; private

collection

Exhibitions: Lausanne 1953, no. 30, ill.;

Zurich 1958a, no. B17; Paris 1959, no. 176; Paris

1967—68, no. 194, ill.

References: Daulte 1953, p. XIX, no. 31,

pp. 63-64, pi. 31; Naef 1955 ("westschweiz-

erischen Freunde"), p. 25, fig. 23; Naef 1966

("Gonin, Thomeguex et Guerber"), pp. 113—53,

no. 15, p. 161, fig. 9, p. 137; Naef 1972 ("Ingres

Royiste"), ill. p. 28; Delpierre 1975, p. 23; Naef

1977-80, vol. 5 (1980), pp. 256-57, no. 384, ill.

151. Madame Frederic Reiset, nee Augustine-

Modeste-Hortense Reiset, and Her Daughter,

Therese-Hortense-Marie

1844

Graphite with white highlights
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Signed, dated, and inscribed lower right: Ingres

Del / a / Monsieur / Reiset. / 1844. [Ingres

drew (this) / for / Monsieur / Reiset. / 1844.]

Museum Boijmans Van Beuningen,

Rotterdam F 11 168

London and Washington only

N400

Ingres's five portraits of members of the

Reiset family are visible testimony to a

friendship that bound together the nine-

teenth century's most famous draftsman

and its most discriminating connoisseur of

drawings. The depth of that friendship was

not fully appreciated by early biographers.

Marie-Eugene-Frederic Reiset was

born in Oissel, just outside Rouen, in 181 5.

His father was a high treasury official,

Receveur General des Finances, like his

father before him, and a very wealthy man.

Nothing is known about his early educa-

tion. In November 1835, by which time he

owned his own house in Paris, Frederic

married his slightly older cousin Augustine-

Modeste-Ffortense Reiset, the daughter of

his father's brother, a distinguished mili-

tary man.
1 A few months after the cere-

mony, the newlyweds set out for Rome,

where Ingres had assumed the post of

director at the Villa Medici the previous

year. An avid student of art, Frederic called

on Ingres, and the two took to each other.

Reiset never saw Italy again, but during

that brief sojourn he managed to commit

to his photographic memory a wealth of

art, and he would draw upon those

impressions for the rest of his life.

By August 1836 the Reisets were back

in France, and in that month their daugh-

ter, Therese-Hortense-Marie, was born

in Passy. Marie, their only child, would

marry in 1857 the comte de Segur, a highly

decorated diplomat who later signed him-

self, by imperial decree, Segur-Lamoignon.

With him she ultimately moved into his

family's splendid chateau at Mery-sur-Oise.

In 1849 Frederic Reiset gave up his life of

moneyed leisure to assume the post ofcura-

tor of drawings at the Louvre.
2
At that time

there were more than thirty-five thousand

drawings in the museum's collection, and

no one had ever made a proper assessment

of it. The new curator thus entered virgin

territory, and during the next decade he

devoted himself to establishing its perime-

ters and identifying its major landmarks.

In 1861 he was named curator of the paint-

ings collections and finally, in 1874, became

director of the national museums, a post he

held until his retirement, in 1879.

It would appear that after Ingres returned

to Paris in triumph in 1841, at the end of

his tenure in Rome, the younger man

took the first opportunity to renew their

acquaintance. By 1844 their friendship

was thriving, for four of the five portraits

of the Reiset family date from that year.

They were produced in Enghien, where

Reiset owned a charming summer house

—

"your paradise at Enghien," Ingres called

it
3—on the lake. The four drawings are

all nearly the same size and may well have

been executed one after the other during a

single holiday visit in 1844. The artist ded-

icated two of them to his hostess: one of

her father (N 397) and one of her husband

(N 398). The other two are portraits of

her, one alone (N 399) and this one, with

the eight-year-old Marie clutching her

skirts; both are dedicated to Reiset. The

fifth drawing, executed six years later, is a

portrait of Marie at fourteen (N 423).

As their inscriptions indicate, the four

drawings of 1844 were intended as tokens of
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friendship. In 1846 Ingres provided further

evidence of his regard by agreeing—even

though he generally shrank from such com-

missions—to Reiset's request for a paint-

ing of his wife, who would shortly be

named lady-in-waiting to Princess Mathilde

Bonaparte (fig. 207). Reiset, in turn, dem-

onstrated his devotion to the artist by col-

lecting his works. Earlier that year he had

managed to acquire the artist's enchant-

ing 1807 portrait of Madame Antonia

Duvaucey (fig. 87),"* and two years later

he bought Ingres's recently completed

Venus Anadyomene (fig. 201).

He also proved to be a good friend in

more personal ways. When Ingres lost his

beloved wife in 1849, Reiset insisted that

he come stay with them. The artist's heart-

broken letter informing his friend Charles

Marcotte about Madeleine's death the pre-

vious day was written at their summer

house. "As for me, I wanted to die with

her, not let her go, but they brutally pulled

me away from her, and my good friend

M. Reiset is keeping me here with him in

Enghien." 5 In a letter to his brother Paul,

Ingres's pupil Hippolyte Flandrin described

how he had helped the distraught artist

out of Paris: "M. Reiset and I brought the

good master, who was in a horrible state,

to Enghien, where he is being cared for as

ifby his own children."
6 As the first anni-

versary of Madeleine's death approached,

Reiset again thought to invite the widower

to Enghien, but Ingres gratefully declined.

In 1859 Ingres sold his late masterpiece

The Turkish Bath (fig. 220) to Prince

Napoleon, a great admirer. The painting

hung only briefly in the Palais Royal,

however, for Princess Clotilde found it

shocking. Reiset stepped in, offering to

buy from Ingres a youthful self-portrait

(fig. 209) and exchange it for the prince's

painting.7 He managed to negotiate the

delicate matter with extreme tact, and

in a letter dated April 7, i860, Ingres

expressed his gratitude:

Dear Sir:

If I had not been bound by my promise

to you to give my portrait to the prince,

I would not have been able to endure the

moment when I parted from that precious

portrait, which is no longer a part of its

family. The sacrifice is huge, I admit,

given the painful feelings that still afflict

me. Only for the prince, who honored me

with such high esteem, could I furnish

such a proof of devotion, and for you,

dear Sir, who have been kind enough to

involve yourself, as a true friend, in a

matter whose object has unexpectedly

caused us both so much trouble.

A thousand thanks, and please believe

that I remain your grateful servant,

Ingres

Reiset was later rewarded for his ser-

vices. The prince had given him an option

to buy the self-portrait in the event that he

ever wished to sell it. Reiset was able to

exercise that option in 1868, the year after

Ingres's death. With that self-portrait, the

Venus Anadyomene, and the portrait of

Madame Duvaucey, he owned one of the

most impressive ensembles of Ingres in

private hands. On his retirement, Reiset

decided—for unknown reasons—to auc-

tion off the most important works from

his private collection. These treasures,

including the three Ingres paintings, were

purchased en bloc by the due d'Aumale, 9

who in 1886 left them, along with his

chateau at Chantilly and his other collec-

tions, to the Institut de France.

Reiset died in 189 1, his wife two years

later. Still more of Reiset's art holdings,

including some thirty-five Ingres draw-

ings, were sold at auction in 1894 and

1895.
10 The painting of Madame Reiset
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and the five portrait drawings of the family

were left to Marie. h . N

.

For the author's complete text, see Naef

1977—80, vol. 3 (1979), chap. 166 (pp. 348—63).

1 . Marriage certificate, Archives de Paris.

2. Regarding Reiset's career, see his obituary in

Anon., March 7, 1891, p. 78.

3. Ingres to Frederic Reiset, August 22, 1845,

quoted in Delaborde 1870, p. 347; reprinted

in Naef 1977-80, vol.
3 (1979), p. 351.

4. See Naef 1968 ("Gioconda").

5. Ingres to Marcotte, July 28, 1849, quoted in

Naef 1977—80, vol. 3 (1979), p. 353; in Ter-

nois 1999, letter no. 62.

6. Quoted in Flandrin 1902, p. 147; reprinted in

Naef 1977-80, vol. 3 (1979), p. 353.

7. Delaborde 1870, p. 251.

8. Quoted in ibid., p. 252; reprinted in Naef

1977-80, vol.
3 (1979), p. 354.

9. Frederic Reiset sale, Hotel Drouot, Paris,

April 28, 1879.

10. Hotel Drouot, Paris, April 16, 1894, and

June 25, 1895.

Provenance: Frederic Reiset (1815—

1891), Paris; his daughter, Vicomtesse

Adolphe-Louis-Edgar de Segur-Lamoignon,

nee Therese-Hortense-Marie Reiset, Chateau

de Mery-sur-Oise, until 1899; her daughter

Vicomtesse Achille-Jean-Marie Amelot de

la Roussille, nee Marie-Josephe-Francoise-

Juliette-Madeleine de Segur-Lamoignon;

Baron Pasquier (according to the catalogue of

the vicomte d'Hendecourt auction mentioned

below); Bernard, vicomte d'Hendecourt; his sale,

Sotheby's, London, May 8—10, 1929, no. 211;

purchased at that sale for 940 pounds sterling by

Galerie Paul Cassirer, Berlin and Amsterdam;

sold by them to Franz Koenigs, Haarlem; acquired

with the Franz Koenigs Collection by Daniel

George van Beuningen in 1940 and given to

the Museum Boymans (now Museum Boijmans

Van Beuningen), Rotterdam

Exhibitions: Paris 1911, no. 153; Paris 1921,

no. 109; Berlin 1929-30, no. 74, ill.; Haarlem

1931, no. 195; Rotterdam 1933—34, no. 81, pi. IV;

Basel 1935, no. 12; Rotterdam 1935-36, no. 54,

pi. IV; Zurich 1937, no. 249; Amsterdam 1938,

no. 73; Amsterdam 1946, no. 119; Brussels,

Rotterdam, Paris 1949-50, no. 138; Paris 1952a,

no. 96; Washington, Cleveland, Saint Louis,

Cambridge (Mass.), New York 1952-53, no. 117;

Hamburg, Cologne, Stuttgart 1958, no. 129;

Rome, Milan 1959-60, no. 125, pi. 61; Paris,

Amsterdam 1964, no. 143, pi. 117; Paris 1967—68,

no. 233, ill; Baltimore, Los Angeles, Fort Worth

1986-87, no. 59, ill.; New York, Fort Worth,

Cleveland 1990—91, no. 96, ill.

References: Delaborde 1 870, no. 406;

Lapauze 1903, no. 81, ill.; Lapauze 1911a, ill.

p. 387; Formes et couleurs 1946, ill. p. [58];

Davenport 1948, p. 862, no. 2462, ill. p. 861;

Bouchot-Saupique 1949, p. 437; Ford 1953,

p. 356; Haverkamp-Begemann 1957, no. 68, ill.;

Ternois 1959a, preceding no. 169; Cambridge

(Mass.) 1967, under no. 88; Hoetink 1967, p. 54,

ill. p. 53; Hoetink 1968, no. 157, ill.; Paisse 1968,

pp. 17, 22-23; Delpierre 1975, p. 23; Naef

1977—80, vol. 5 (1980), pp. 286—87, no - 400 >

ill.; Pignatti 1981, pp. 296-97, ill.

152. Comtesse Charles d'Agoult, nee Marie de

Flavigny, and Her Daughter Claire d'Agoult

May 1849

Graphite with white highlights

i8
7/£x i5

1
/^in. (47 X39-3 cm), framed

Signed and dated lower right: J. Ingres Del /

1849 [J. Ingres drew (this) / 1849]

Private collection

New York only

N412

When Madame d'Agoult asked Ingres to

create a double portrait of herself and her

daughter Claire, she had already been

acquainted with the artist for ten years.

They had first met in Rome in January

1839, when the countess arrived there in

the company of Franz Liszt. At the time,

Ingres was director of the Academie de

France, and he readily welcomed the noto-

rious lovers to the Villa Medici. The painter

and the virtuoso pianist soon established

a friendly relationship, one that certainly

extended to Madame d'Agoult as well, even

though she was by no means as forthcom-

ing as Liszt. Some eight years later, the

following account of a concert Liszt gave

at the Villa Medici, in the presence of both

Madame d'Agoult and Ingres, appeared

in La Mode:

The symphony was about to end

M. Ingres was in front of me, thrashing

about like the devil in holy water. I would

never have believed that human flesh could

be charged with so much electricity; his

every pore seemed to sparkle, all his mus-

cles were rippling, his eyes were dancing

in their sockets, his hands flew constantly

from his knees to his head, from his head

to his knees. He sat down, stood up,

swooned to the right, swooned to the left;

then he calmed down, raised his finger,

and softly, gently tapped out the beat,

falling back into his chair and half-shutting

his eyes.

When the final note had faded away,

he leaped from his chair and rushed into

Liszt's arms; the two artists wept with

enthusiasm and held each other tightly.

"Do you think the music touched

them?" the cashmere dress [Madame

d'Agoult] whispered in my ear.

"See for yourself," I said to her.

"They're playacting."

"Ah, madam, you really are a skeptic."

"No, I'm simply experienced. I know

great artists. I'm not saying that they're
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actors; they are always sincere. But they

are obliged to have more violent emotions

than we do and—my word!—by force

of habit, they always put a little artifice

into their emotions. They're like braves,

who are always a little bit braver than

they'd like to be when they know they're

being watched."
1

The woman who published the piece

—

anonymously—may well have been moti-

vated by a desire to shock, though there is

ample testimony to suggest that her words

were not pulled out of thin air. There is no

doubt but that Madame d'Agoult was

becoming disenchanted with the affair for

which she had sacrificed both her marriage

and her reputation, and she certainly did not

welcome the child of Liszt's—their third

and last—that she was carrying at the time.

On her departure from Rome in May

1839, Ingres presented her with a portrait

of Liszt (cat. no. 116), even though he

doubtless suspected that all was not well

between the two. She repaid the kindness in

her own way by publishing later that year

an open letter to Hector Berlioz, ostensibly

written by Liszt, the most impressive pas-

sage ofwhich is a veritable paean to Ingres:

A circumstance that I count among the

happiest ofmy life played no small part in

strengthening in me an intimate sense of

things and my ardent desire to penetrate

further into an understanding and knowl-

edge of art. A man whose genius, aided by

exquisite taste and virile enthusiasm, has

produced the most beautiful creations in

all of modern painting—M. Ingres

—

welcomed me to Rome with such warmth

that the memory of it still fills me with

pride. I found him to be everything pub-

lic opinion had promised, and more.

M. Ingres, as you know, spent his youth

in constant study and intrepid struggles.

He was able to overcome neglect, lack of

recognition, and poverty only by dint of

persistent work and a heroic stubbornness

born of inflexible conviction. Having

now reached maturity, he enjoys without

vanity a renown won without scheming.

That great artist, for whom antiquity has

no secrets and whom Apelles would have

called his brother, is as much an excellent

musician as he is an incomparable painter.

Mozart, Haydn, and Beethoven speak

the same language to him as Phidias

and Raphael.
2

Here, as in most of her writing, Madame

d'Agoult's praise is not so much heartfelt

as intellectually contrived.

She broke with Liszt in Florence in

October 1839. During the following years,

she regularly corresponded with Ingres's

German pupil Henri Lehmann, whom she

had come to know in Rome. Their letters

document her subsequent relations with

Ingres, which were not especially close

and consisted mainly of exchanges of the

common courtesies. 3

Ingres returned to Paris in triumph in

1 84 1,
following the exhibition there the

previous year of his Antiochus and Stratonice

(fig. 194), painted for the due d'Orleans.

Madame d'Agoult is known to have written

a piece—now lost
4—in praise of the work,

but in this same period all manner of reser-

vations regarding its creator begin to creep

into her letters to Lehmann. These may

reflect opinions expressed in her salon by

Charles-Augustin Sainte-Beuve, who felt

that Ingres had perhaps become too devoted

to Raphael while in Rome, 5 or by the bril-

liant young painter Theodore Chasseriau,

who confessed to her, without remotely

incurring her disfavor, that before leaving

Rome he had become disenchanted with

both his mentor, Ingres, and his fellow

pupil Lehmann.

Reading between the lines in her letters,

one senses that Madame d'Agoult's feelings

about Ingres were compounded of grati-

tude, reservations, and a certain degree

of self-interest. Largely shut out of aristo-

cratic circles owing to her scandalous

affair with Liszt, she had set out to rebuild

her reputation by gathering in her salon at

16, rue Plumet the finest writers, thinkers,

and artists of the day. Now that Ingres

was being lionized, his attendance there

was obviously useful. The unsophisticated

painter must have felt out of place among

such brilliant intellects, but the countess

managed to keep him beholden to her with

continuing protestations of admiration.

Her flattering article on Cherubini and the

Muse ofLyric Poetry (fig. 221), painted with

Lehmann's assistance, documents her

opportunism more than it does any partic-

ular appreciation for his art.
7

The artist can only have been pleased to

read such nice things about himself, and

when he consented to produce the double

portrait of the countess and her daughter,

at a time when he was undertaking fewer

and fewer such works, he was doubtless

influenced by his memory of that article.

In his heart, it is unlikely that he had ever

really warmed to the somewhat too calcu-

lating countess. One senses this in his firm

but strangely distanced drawing as well as

in his surviving letters to her.
8

It must have been difficult for the artist to

concentrate on his work, for it was at pre-

cisely the time of the sittings—in early May

1849—that his beloved wife, Madeleine,

exhibited the first symptoms of the ailment

that would take her life in only a matter of

weeks. Another interesting fact relating

to the date of the drawing is that a few

days later the countess's daughter Claire

would become the wife of the marquis

Guy de Charnace.'

Claire was the only surviving child from

Marie de Flavigny's marriage to Comte

Charles d'Agoult, the union destroyed by

the fateful appearance of Liszt. She had

been raised in a convent and was reunited

with her mother only two years before the

double portrait was made. She was endowed

with her mother's keen intelligence and

was equally independent, determined to be

free to do as she wished, and stubborn.

Two years after her marriage, Claire de

Charnace bore a son, Daniel, but by then

her relationship with her husband was

deteriorating. She consoled herselfwith

writing—her countless articles appeared

in newspapers and journals under the

pseudonym C. de Sault—and with art.

Her gift for drawing is amply displayed

in a portrait of her mother that is among

the most revealing ever made.
10 Madame

d'Agoult died in Paris in 1876, her daugh-

ter in Versailles in 1912.

This portrait was engraved by Louis-

Adolphe Salmon by 1851, at the latest.

H.N.

For the author's complete text, see Naef

1977-80, vol.
3 (1979), chap. 170 (pp. 391-405).

1. Anon., January 6, 1847, pp. 15-16; reprinted

in Naef 1977—80, vol. 3 (1979), p. 391.

2. Anon., October 24, 1839, P-
reprinted in

Naef 1977—80, vol. 3 (1979), pp. 392—93.

3. See Stern, Liszt, and Lehmann 1947.

4. For the catalogue she made of her writings,

see Vier 1955-63, vol. 6 (1963), pp. 1 39-43.
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5. Sainte-Beuve to Charles Labitte, June 23,

1839, quoted in Sainte-Beuve 1938, p. in;

reprinted in Naef 1977-80, vol. 3 (1979),

p. 394, n. 1. See also Sainte-Beuve 1938,

pp. 115, 116, n. 3, p. 117. For the letter on this

topic that Henri Lehmann wrote Madame

d'Agoult on June 18, 1839, see Stern, Liszt,

and Lehmann 1947, p. 20; reprinted in Naef

1977-80, vol. 3 (1979), p. 394, n. 1.

6. For more on these estrangements, see Stern,

Liszt, and Lehmann 1947. See also Madame

d'Agoult to Lehmann, March 1 and May 18,

1841, reprinted in Naef 1977-80, vol. 3

(1979), PP- 395-96-

7. Stern, January 7, 1842.

8. Eleven in all, they date from the period when

both Ingres and the countess were living in

Paris, after returning from Italy (first pub-

lished in Naef 1967 ["Agoult und Charnace"],

p. 6). This portrait drawing of Madame

d'Agoult and her daughter is mentioned in

the letters ofMay 1849 and December 3, 1851.

9. Aragonnes 1938, p. 197.

10. Reproduced after an engraving by Leopold

Flameng in Sitwell 1958, p. 53.

Provenance: Comtesse Charles d'Agoult,

nee Marie de Flavigny (1805-1876), Paris; her

daughter Marquise Guy de Charnace, nee Claire

d'Agoult (1830-1912), Versailles; her son Mar-

quis Daniel de Charnace, Croissy-Beaubourg,

until 1942; his daughter Comtesse de Saint-Priest

d'Urgel, nee Claude de Charnace; her daughter

Marquise de la Garde de Saignes, nee Anne-

Dauphine de Saint-Priest d'Urgel, Paris, until

about 1997; the present owner

Exhibitions: Paris 1861 (2nd ser.); Paris

1867, no. 544; Versailles 1881, no. 242; Paris 1913,

no. 351; Paris 1921, no. 117; Paris 1934c, no. 40;

Paris 1950, no. 128; Washington, Cleveland,

Saint Louis, Cambridge (Mass.), New York

1952—53, no. 118, pi. 32; Chicago, Minneapolis,

Detroit, San Francisco 1955-56, no. 108, pi. 32;

Hamburg, Cologne, Stuttgart 1958, no. 131, ill.;

Paris 1967-68, no. 242, ill.

References: Galichon 1861b, p. 44; Blanc

1870, p. 235; Delaborde 1870, no. 249; Ronchaud

1880, pp. 24-25, n. 1, p. 25; Both de Tauzia 1888,

p. 141; Lapauze 1901, p. 264 (known from the en-

graving by Louis-Adolphe Salmon); L 'Jnstantane

191 1, fig. 21960; Lapauze 1911a, p. 405, ill. p. 427;

La Renaissance de Vanfrancais 1921, ill. p. 261;

Frohlich-Bum 1924, pi. 56; Fischel and Boehn

1925b, vol. 3, ill. p. 27; Dictionnaire de biographic

francaise, vol. 1 (1933), col. 794; Bory 1936, ill.

on pi. 119; Engel 1936, ill. opp. p. 53; Bertram

1949, pi. 32; Sitwell 1958, ill. p. 125; Ternois

1959a, preceding no. 1 (for the three preparatory

pencil sketches, see also nos. 1—3, ill.); Haraszti

1967, p. 32; Naef 1967 ("Agoult und Charnace"),

pp. 6—7, ill.; Serullaz 1967, p. 213, fig. 4; Laszlo

and Mateka 1968, ill. p. 105; Delpierre 1975,

p. 23; Naef 1977—80, vol.
5 (1980), pp. 308—10,

no. 412, ill.; Vigne 1995b, p. 209, fig. 173

153. Dr. Fran£ois Melier

1849

Graphite with white highlights

g'/xy'/in. (24.2 x 1S.1 cm), within the drawn

border

Signed and dated lower right: Ingres Del /

1849. [Ingres drew (this) / 1849.]

Inscribed upper right: F s
. Melier D. M.

The Metropolitan Museum ofArt, New York

Robert Lehman Collection, igyS 19J5.1.648

New York only

N413

Ingres's drawing of Dr. Francois Melier

confirms that even in his late years the

artist was capable of surrendering himself

completely to a sitter's personality in order

to capture its uniqueness. In Melier he

clearly faced an individual of enormous

ability, and it comes as no surprise that

such a man should be remembered to this

day in dictionaries of medical biography.

Melier' s chief professional contributions

were the definition and development of the

new field of public health or, as he himself

first termed it, "medecine politique."

He was born in 1798 in Chasseneuil, in

the Charente department, the sole child of

modestly affluent parents.
1

At fifteen he

was sent to secondary school in Limoges,

where he simultaneously began studying

medicine in the hope that he could later

satisfy his military obligation with service

in the army health corps. Before he became

eligible for army service, however, the

Empire collapsed, freeing him to complete

his classical studies. Despite his lively in-

terest in the humanities, Melier neverthe-

less felt a genuine medical vocation, and

in 1815 he became an intern in the hospital

at Limoges. Two years later he moved to

Paris to continue his training. Melier finally

received his degree in 1823, and in 1824,

while working as an internist at the Hopi-

tal Saint-Louis, he married.

The young doctor first rose to promi-

nence in 1827 with his lecture series on

public health, the first ever held, at the

Athenee. He was elected to the Academie

de Medecine in 1843, and soon thereafter

he was asked to prepare a report on the

health of workers employed in the state

tobacco factories. In subsequent years he

submitted numerous recommendations on

the management of epidemics. It was at

his insistence, for example, that medical

stations were established in the major port

cities of the Levant, to which most of

France's outbreaks of plague, cholera, and

yellow fever could be traced. He also made

beneficial changes in hospital conditions

within his country, especially the institu-

tion of quarantine. In 1851—by which

time he had become president of the

Academie—he initiated and chaired the
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first international health conference, to

which representatives from all the coun-

tries in Europe were invited. In 1854 he

was named Inspecteur General des Ser-

vices Sanitaires, in which capacity he trav-

eled around the country supervising local

responses to threatened epidemics. He
continued his work with undiminished

energy until 1866. In September of that

year, after setting up a Franco-Italian

health conference in Turin, dealing with

an outbreak of cholera in Amiens, and

assisting with the reorganization of quar-

antine measures in Corsica, he succumbed

to a stroke in Marseilles.

How Ingres became acquainted with

Dr. Melier is unknown. It is probably sig-

nificant that the portrait was executed in

the same year that Melier's younger daugh-

ter married a Dr. Desormeaux. Probably

the drawing was commissioned as a wed-

ding gift, for in 1867, the time of the Ingres

retrospective exhibition (in which it was

included), the portrait belonged to Madame

Desormeaux and not her older sister, who
would ordinarily have inherited it from

their father. h.n.

For the author's complete text, see Naef

r977-8o, vol.
3 (1979), chap. 171 (pp. 406-12).

1
. Details of Melier's career have been drawn

from Bergeron 1891.

Provenance: By 1867 at the latest, Mme
Antonin Desormeaux, nee Blanche Melier, Paris,

until 1891; her son Ange-Marie-Gabriel Desor-

meaux; his son Henri Desormeaux, Le Mans;

sold by him to the Walter Feilchenfeldt gallery,

Zurich, in 1959; purchased from that gallery by

Robert Lehman, New York, i960; his bequest

to The Metropolitan Museum of Art, New
York, 1975

Exhibitions: Paris 1867, no. 564; New York

1961, no. 63, ill.; New York 1962, p. 29; New
York 1980-81, no. 53, ill.; Copenhagen 1986,

no. 3; New York 1988-89

References: Blanc 1870, p. 238; Delaborde

1870, no. 373; Bergeron 1891, p. 3 (erroneously as

in the collection of the Academie de Medecine,

Paris); L 'Intermedial des cherckeurs et curieux

1899, col. 12; Naef 1961 ("Zwei unveroffentlichte

Ingres-Zeichnungen"), p. 80, ill. p. 81; Naef

1977-80, vol. 5 (1980), pp. 3io-n,no. 4i3,ill.

474 CATALOGUE



154. Franz Adolfvon Stiirler

September 3, 1849

Graphite

'3 X9%in. (32.9 x 24.8 cm)

Signed, dated, and inscribed lower right:

Ingres Del. / a Son ami Sturler / 3 Sept. 1849.

[Ingres drew (this) / for his friend Sturler /

September 3, 1849.]

At lower right, the Kunstmuseum, Bern,

collection stamp (Lugt 236a)

Kunstmuseum, Bern

Bequest ofAdolfvon Sturler, Versailles A220J

New York and Washington only

N41S

Franz Adolf von Sturler is now chiefly

remembered as the subject of this portrait

by Ingres and as a benefactor of the art

museum in Bern.' His connection with

that city was through his father, who was

born there but left at the age of twenty-

two to take up residence in France.

There, Karl Emanuel Stiirler prospered

as an ornamental sculptor and married a

Frenchwoman, who bore him one son,

Franz Adolf, in Paris in 1802.
2 The boy

demonstrated artistic talent at an early

age, and was given instruction in "anat-

omy, perspective, and drawing from

life." 3 He ultimately enrolled in Ingres's

atelier, where he became a close friend

of his fellow pupil Amaury-Duval. In

the latter's reminiscences about Ingres

is the following anecdote:

Sturler . . . came from the atelier of

M. Regnault, who at the time was gener-

ally known by the nickname "Papa

Kneecap"—supposedly because of the

care he took in rendering that part of the

human anatomy, and the superiority he

had acquired in this respect. . .

.

M. Ingres examined the figure Sturler

was painting: "Well, Sir," he said, "it's
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very good . . . very capable . . . painted

with real talent . . . there's nothing I can

say to you ..."

"Sir," Sturler interrupted, "if I thought

I could paint as well as all that, I would

not have come to ask for your guidance.

I came here because I know that it isn't

what it should be . . . that it's frankly

rather poor."

"Ah, so that's how you want it," said

M. Ingres, stepping back and looking him

in the eye. "Ah, so you're not happy with

what you're doing! Well, then, that's a

different matter altogether ... In that case,

you're right, it isn't what it should be . .

.

It's capable, and nothing more ... no style,

no personality; in that case, yes, it's rather

poor . . . Ah, so that's how it is! . . . All

right, then, I'll tell you what I think. You

have to forget everything you've learned

and begin at the beginning. With your tal-

ent, you could get along perfectly well

without me; you could even make an

excellent living that way . . . But since

you're aiming higher and farther than that

. . . pluck up your courage ... for every-

thing has to be taken from scratch." 4

Sturler left for Italy in 1831. Ingres

advised him to "head straight for

Raphael," 5 obviously convinced that the

young painter would find what he most

needed in Rome. But on his way south

Sturler decided to spend at least a few days

in Florence and get to know some of that

city's art treasures before proceeding to

the capital. The stay of a few days was

extended to some twenty-two years.

Thanks to his fascination with the tradi-

tion of Cimabue and Giotto, the Bern art

museum would later acquire an astonish-

ing collection of early Italian paintings.
6

Although he had little contact with

Ingres during his years in Florence, Sturler

must always have felt his presence, as he

occupied the same atelier that Ingres had

used from 1821 to 1824. He also became

acquainted there with Ingres's friend from

his early years as a pupil of David, the

sculptor Lorenzo Bartolini, and at some

point he executed a copy of the portrait

Ingres made of Bartolini in 1820 (fig. 135).
7

His chief painting inspired by the art of

Florence is a large, multifigured work,

now in the Musee Ingres, Montauban,

depicting the ceremonial installation in

Santa Maria Novella of a thirteenth-

century painting of the Madonna.
8

Sturler visited Paris in the summer of

1849, presumably in connection with the

death of his mother earlier in the year.9
It

was there, in September, that Ingres pro-

duced his portrait drawing of him.
10
Only

a very few of the master's pupils were so

honored. Ingres had lost his beloved wife

Madeleine only weeks before, and their

sorrow appears to have brought the two

men closer together than ever before.

Sturler left Florence in 1853, married an

Englishwoman twenty-four years younger

than he, and settled in Versailles. He main-

tained his friendship with Ingres, and since

the parents of Ingres's second wife also

lived in Versailles it is likely that they saw

each other with some regularity. Ingres's

cordial feelings toward the younger man

are attested by several letters to Sturler

and by the portrait he drew in 1861 of

Stiirler's wife Matilda (cat. no. 165), one

of the last, if not the very last, of his

famous pencil likenesses.
11

Sturler died in 1881. His illustrations

for Dante's Divine Comedy, which he

doubtless considered his greatest achieve-

ment, were published posthumously in

photogravure. Three years after Stiirler's

death, this portrait drawing was engraved

by Baudran. h . n .

For the author's complete text, see Naef

1977-80, vol. 3 (1979), chap. 173 (pp. 417-25)-

1 . Huggler 1948 includes a list of Stiirler's own

works in the Kunstmuseum, Bern.

2. Thieme and Becker 1907-50, vol. 32 (1938),

p. 240.

3. "Familienbuch der Sturler" n.d., p. 149.

4. Amaury-Duval 1878, pp. 25—26; reprinted

in Naef 1977—80, vol. 3 (1979), p. 418.

5. Delaborde in Sturler 1884, vol. 1, p. V;

reprinted in Naef 1977—80, vol.
3 (1979),

p. 419.

6. Wagner 1974.

7. Datini 1972, p. 65, no. 173.

8. Today attributed to Duccio, this altarpiece

is in the Uffizi, Florence. Stiirler's painting is

illustrated in Ternois 1965, no. 238.

9. "Familienbuch der Stiirler" n.d., p. 149.

10. The drawing is mentioned in Ingres's Note-

book X, fol. 26.

n. The drawing is mentioned in ibid., fol. 27.

Provenance: Adolf von Sturler (1 802-

1881), Versailles; his widow, nee Matilda Jarman,

until 1900; entered the Kunstmuseum, Bern, as

the bequest ofAdolfvon Sturler, 1902

Exhibitions: Paris 1861 (1st ser.), no. 73;

Paris 1867, no. 391; London 1878—79, no. 674

[eb]; Versailles 1881, no. 1449; Basel 1921,

no. II2(?), as Portrait d'homme; Zurich 1937,

no. 231, pi. XVI; Lausanne 1953, no. 31; Biel

1954, no. 4; Winterthur 1955, no. 248; Zurich

1958a, no. B 18; Paris 1959, no. 177, pi. 8; Bern,

Hamburg 1996, no. 10, ill.

References: Blanci86i,p. 191; Galichon

1861a, p. 361; Blanc 1870, p. 239; Delaborde 1870,

no. 414; Sturler 1884, frontis. (the engraving by

Baudran); Lapauze 1901, p. 249 (known from

the list ofworks in Ingres's Notebook X); Bern,

Kunstmuseum n.d., p. 24, pi. 96; Huggler 1948,

ill. p. 1 5; Alazard 1950, p. 1 53, n. 29; Naef 1963

(Schwei{er Kiinstler)
, pp. 65-73, 81, no. 8, p. 100,

fig. 11; Wagner 1974, pp. 9, 13, fig. 11; Naef

1977-80, vol.
5 (1980), pp. 314-15, no. 415, ill.;

Amaury-Duval 1993, no. 49
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155- Madame Hippolyte Flandrin, nee Aimee-

Caroline Ancelot

iS5o

Graphite

IzV^x 9%in. (32.4 x 24.4 cm)

Signed, dated, and inscribed lower left: Ingres

Del. / a Son ami et / Son illustre Eleve / h."

flandrin. / 1850. [Ingres drew (this) / for his

friend and / his illustrious pupil / Hippolyte

Flandrin. / 1850.]

Inscribed upper right: Madame Aimee hippte

flandrin nee Ancelot

Musee des Beaux-Arts, Lyons B l554

London only

N419

The relationship between Ingres and Hip-

polyte Flandrin, his favorite pupil, was of

tremendous importance to both of them,

yet it is no longer clear what it was that

they so admired in each other. As is well

known, Ingres felt that his true calling was

as a narrative painter, and he placed his

highest hopes on the very works that art

historians now find the most problematic.

He was nevertheless a great artist and can

therefore be forgiven for failing to recog-

nize his true strengths. Flandrin had none

of his master's greatness, and his equally

distorted view of the older man's genius

seems simply misguided. Distinctly lack-

ing in creative power himself, he placed

what talents he had in the service of a

meek religiosity. The fact that he was

awarded impressive commissions and

honors is an indication of the religious

temper of the times. But nothing ade-

quately explains why Ingres, an artist of

9
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exquisite sensuality and genuine feeling,

should have praised his bloodless cre-

ations so unreservedly.

Flandrin was born in Lyons in 1809. His

family was relatively poor, but his father,

having been prevented from developing

his own artistic talent, was determined that

his offspring should have every opportu-

nity. There were seven children in all, but

four died young. The remaining three

sons all became painters, and all of them

studied with Ingres.

In 1827 Hippolyte and his younger

brother Paul entered the Ecole des Beaux-

Arts in Lyons, where their teacher in

painting, Pierre Revoil, remembered

Ingres from the time when they had been

fellow pupils in Jacques-Louis David's

atelier. Within two years, Hippolyte had

won all the prizes available to him at the

school, and he was advised to continue

his studies in Paris. He arrived there, Paul

in tow, in early April 1829. He had hoped

to enroll in the atelier of Louis Hersent,
1

but only days after his arrival he wrote

his father:

You know that we'd more or less decided

to go to M. Hersent's; I've changed my
mind somewhat, and it's not out of whim.

Here are my reasons. First, in Paris,

M. Ingres is considered to be much more

talented than M. Hersent; second, his

school is much better run and calmer. He

will not tolerate those awful practical

jokes that often drive even the best young

man to leave a place.
2

The better Ingres came to know the

two Flandrins, the more generous was his

treatment of them. Two years later Hip-

polyte wrote his parents:

M. Ingres, that good, that excellent man,

has just outdone himself in his kindness

toward us ... he asked me to come see him.

When I arrived, he said he was pleased

with our progress, and that as of today we

would no longer have to pay, that he was

reimbursing us fully and completely for

what we paid for his lessons. ... I have

such love for that great man that I don't

know how to express it. I'd like to make

everyone share my admiration—just get-

ting to know him would be sufficient. 3

That same year, Ingres encouraged

Hippolyte to compete for the Prix de

Rome, and though the young artist was

unsuccessful, his failure brought him even

closer to his teacher. In 1832, however, he

emerged from the competition victorious,

the first of Ingres's pupils to be so hon-

ored. The winner in musical composition

that year was Ambroise Thomas, and the

two young men journeyed to Rome

together, becoming fast friends.

Hippolyte could not have been more

delighted when his adored teacher was

elected to become director of the Academie

de France in Rome in 1834. Unexpectedly,

he was thus given another few years of

study under Ingres, and as a result of their

daily contact at the Villa Medici the two

became increasingly attached to each other.

Ingres soon came to think of Hippolyte

and his closest friends among the villa's

pensioners—the composer Thomas, the

sculptor Charles Simart (see cat. no. 162),

and the architect Victor Baltard (see cat.

nos. 114, 115)—as beloved sons, and all

of them would worship him the rest of

their lives. Flandrin and Baltard returned

to France in 1838, and in a number of

letters Ingres confessed how deeply he

missed them.

Flandrin would soon be given proof of

his teacher's high esteem for him. Ingres's

old friend Edouard Gatteaux was one of

the most influential members of the Com-

mission des Beaux-Arts in Paris and had

vowed to do all he could for artists return-

ing from Rome with Ingres's recommen-

dation.4 Doubtless, it was largely thanks to

him that Flandrin was commissioned to

paint an entire chapel at the Paris church

of Saint-Severin, the work that established

his reputation as the creator of monumen-

tal religious paintings. In 1841, the year

Ingres returned from Rome, Flandrin was

awarded a second major commission, at the

church of Saint-Germain-des-Pres, also

in Paris. The original contract called for

painting the sanctuary, but again thanks

to Gatteaux and also to Baltard, who had

been named Inspecteur des Beaux-Arts at

Gatteaux's urging, the commission was

ultimately extended to include the entire

choir and the nave.

It is odd that many of Ingres pupils ended

up as church painters, for he himself always

shied from such large tasks. In 1846 Ingres

was urged by his friends Jacques-Ignace

Hittorff and Jean-Baptiste Lepere, archi-

tects of the new Saint-Vincent-de-Paul,

to undertake the decoration of that church

on the place Lafayette, but he declined.

Flandrin initially turned them down as

well, reluctant to take on a task rejected

by his mentor, but ultimately—doubtless

at Ingres's urging—he relented. In 1850,

while still engaged in the project, he wrote

home to Lyons: "Dear Mother, dear Paul,

I don't know if I mentioned to you that

M. Ingres came by to see my paintings.

He was pleased with them, and he made

some very flattering remarks. It's a great

encouragement, even though I don't take

what he's kind enough to say too liter-

ally." ' By that time it was Ingres who

felt indebted to Flandrin.

In 1843 the younger painter had mar-

ried—at a service attended by Ingres and

his wife and with organ music provided by

Ambroise Thomas—a young relative of

his patron Gatteaux. When Ingres lost his

beloved wife Madeleine in 1849, Flandrin

had been unfailingly attentive, and the

couple had taken the widower in for a time

when he could not face living in an empty

house. Out of gratitude, in 1850 Ingres pro-

duced this portrait of Madame Flandrin,

dedicating it to "his friend and illustrious

pupil." As a companion piece to that draw-

ing, he executed a portrait of Flandrin

himself five years later (cat. no. 158).
6 The

work vividly captures the sitter's mild,

melancholy nature. To appreciate it fully,

it is important to note that Flandrin had

been cross-eyed since childhood and an

unsuccessful operation had left him with

almost no sight at all in his right eye.7

In the twenty-four years after Flandrin's

return from Rome, he accomplished an

astonishing amount of work, nearly as

much as the giants of Italian fresco paint-

ing. Unsurprisingly, it took its toll on him,

and in late 1862 his heart nearly gave out.

He seemed to recover, and in March 1863

Ingres hosted a small party to celebrate.

A description of that event was reported

in theJournal des debats:

The day before yesterday, the most cele-

brated figure in contemporary art gath-

ered around his table several of his friends

and a few students who hold the front
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rank in the world of painting. Over

dessert, the master of the house took the

floor. It is his speech, soulfully delivered,

listened to with great emotion and

warmly applauded, that I'd like to give

an idea of here:

"... I have learned much by teaching

you, gentlemen, and every day I learn still

more. By recommending to you a certain

firmness of principle, I have become

firmer myself; by showing you the goal

toward which you should strive, I have

focused on this goal with yet more con-

viction; by urging you to have faith in

yourselves, I have felt more confident and

more sure of myself. Let us love art, my
friends, let us love it passionately, let us

give ourselves over to it entirely. Let us

remember the great masters and respect

them; let us remember especially the divine

Raphael, the very soul of perfection."
8

In the late autumn, Flandrin took his

family to Rome, planning to stay there

until he regained his health. His letters to

Ingres were filled with memories of their

time together at the Academie so many

years before. In the last ofthem he enclosed

some pressed flowers, which he labeled

"roses from the Villa Medici." 9

He died in Rome in March 1864. His

body was returned to Paris and lay in state

at Saint-Germain-des-Pres before burial

in the Pere Lachaise cemetery. A few days

after his death, Ingres, then eighty-three,

summoned his waning strength to create

an artistic monument to his beloved pupil.

His drawing shows the angel of Death

gazing sadly at a female figure weeping at

the base of a commemorative monument

inscribed with the names of Flandrin's

major works. The legend beneath the

drawing reads: "Death itself regrets the

blow it has just struck!"
10

H.N.

For the author's complete text, see Naef

1977—80, vol.
3 (1979), chap. 176 (pp. 446—60).

1. A painter and lithographer (1777— 1860).

2. Quoted in Delaborde 1865, p. 113; reprinted

in Naef 1977-80, vol. 3 (1979), p. 448.

3. Quoted in Delaborde 1865, pp. 149—50;

reprinted in Naef 1977-80, vol. 3 (1979),

p. 448.

4. Timbal 1881, p. 502.

5. Quoted in Delaborde 1865, p. 389; reprinted

in Naef 1977—80, vol. 3 (1979), p. 453.

6. Madame Hippolyte Flandrin is entered in

Ingres's work list (Notebook X, fol. 26),

and Hippolyte Flandrin is mentioned in his

notes (Notebook X, fol. 9). Both drawings

were copied in pencil by Jean Coraboeuf

and the copies dated 1895 (Musee Ingres,

Montauban).

7. Delaborde 1865, p. 321, n. 1.

8. Quoted in Vinet 1863, p. [2]; reprinted in

Naef 1977-80, vol. 3 (1979), p. 455.

9. Flandrin to Ingres, December 26, 1863,

quoted in Delaborde 1865, p. 461; reprinted

in Naef 1977-80, vol. 3 (1979), p. 456.

10. The drawing, in a private collection, was

reproduced in L'Autographe 1864, p. 89, to-

gether with the letter to the journal editors

that Ingres enclosed with the drawing. See

also Naef 1977-80, vol. 3 (1979), p. 457, fig. 3.

Provenance: Hippolyte Flandrin (1809—

1864); his widow, nee Aimee Ancelot, Sevres,

until 1882; their son Paul-Hippolyte Flandrin,

until 1921; his widow; her gift to the Musee des

Beaux-Arts, Lyons, 1928

Exhibitions: Paris 1861 (1st ser.), no. 53;

Lille 1866, no. 842; Paris 1867, no. 334; Paris 1884,

no. 408; Paris 1905, no. 40; Paris 1911, no. 163

[eb]; Paris 1923a, no. 248; Lyons, Esslingen

1989, no. 46, ill.; Pittsburgh, Northampton

1992, no. 48, ill.

References: Saglio 1857, p. 79; Blanc 1861,

p. 191; Delaborde 1861, p. 267; Galichon 1861a,

p. 358; Merson and Bellier de la Chavignerie

1867, p. 121 (erroneously dated 1858); Blanc

1870, p. 236; Delaborde 1870, no. 295; Gatteaux

1873 (1st ser.), ill. on pi. 11 (detail); Both de

Tauzia 1888, p. 141; Lapauze 1901, p. 249 (known

from the list of works in Ingres's Notebook X);

Flandrin 1902, p. 148; Lapauze 1903, no. 19, ill.;

Doucet 1906, ill. p. 129; Hourticq 1928, ill. on

pi. 82 (detail); Naef 1977—80, vol.
5 (1980),

pp. 322-23, no. 419, ill.; Paris, Lyons 1984-85,

p. 174, under no. 96; Paris, Musee du Louvre

1987, p. 156, ill. p. 157

156. Madame Felix Gallois, nee Nathalie-Rose-

Joachime Bochet

185

2

Graphite and watercolor

l3%* io
3^in. (34.6 x 26.8 cm)

Signed, dated, and inscribed lower left: J. Ingres

Del. / a Son cher cousin / et ami Monsieur /

Gallois— / 1852. [J. Ingres drew (this) /

for his dear cousin and friend Monsieur /

Gallois— / 1852.]

Inscribed upper right: nathalie Gallois

The Metropolitan Museum ofArt, New York

Robert Lehman Collection, igyS
'

igy5.i.64y

New York only

N430

Beginning about 1810, Ingres executed the

portraits of high officials in the Napoleonic

administration of Rome, and among these

likenesses was one of the tax inspector

Edme Bochet (cat. no. 30). Four decades

later, the artist would take Bochet's niece

Delphine Ramel as his second wife (see

cat. no. 159). That marriage brought him a

host ofnew relatives, for Bochet not only

had at least five married brothers and sis-

ters but was himself the father often chil-

dren. Ingres promptly set about claiming

his new family in his own way, by creating

portrait drawings of them.

One of this series is the drawing of

Edme's daughter Nathalie, by marriage

Madame Felix Gallois. Less is known

about this woman than about any of the

other members of Ingres's new family.

The only certain information is found in

her marriage certificate, excerpted here:

Paris 3rd [arrondissement], June 30, 1840,

certificate of marriage between, on the

one hand, Louis Felix Gallois, born in

Paris in the 9th arrondissement on July 1,

1812, without profession, residing with his

father at the Chateau de Bercy, town of

Bercy (Seine), older son of Louis Gallois,

landowner, chevalier in the Legion of

Honor, present and consenting, and of

Anne Louise Angelique Bitter, his wife,

who died in Bercy on March 29, 1835—and,
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Just where the visit to Madame Gallois

would take them is indicated in another

letter to Marcotte postmarked Versailles

in October:

We're like gypsies wandering through

the countryside, from the Touraine to

M. Gallois's home in Normandy. I'll wait

for some other occasion to tell you about

our travels, which were very enjoyable

apart from a few moments of fatigue and

some enforced idleness— I who am so

used to being in my studio.
6

Whether the Galloises were simply

vacationing in Normandy or lived there

year-round is unknown. This drawing is a

rarity in that the artist has highlighted

Nathalie's jewelry in yellow watercolor.

The instances of this in Ingres's oeuvre

can be counted on the fingers of one hand.

H.N.

For the author's complete text, see Naef

1977—80, vol. 3 (1979), chap. 181 (pp. 500-502).

r. Archives de Paris, quoted in Naef 1977—80,

vol. 3 (1979), p. 500.

2. Moreau-Nelaton 1918, vol. [5], pi. IV.

3. Lavigne 1881, p. 80.

4. Ingres's new parents-in-law lived in

Versailles.

5. Ingres to Marcotte, June 19, 1852, quoted

in Naef 1977—80, vol. 3 (1979), p. 501; in

Ternois 1999, letter no. 87.

6. Ingres to Marcotte, [September] 23, 1852,

quoted in Naef 1977-80, vol. 3 (1979),

p. 501; in Ternois 1999, letter no. 88.

on the other hand, Nathalie Rose Joachime

Bochet, born in Paris in the 3rd arrondisse-

menton December 22, 1819, without

profession, daughter ofEdme Francois

Joseph Bochet, land registrar, chevalier

in the Legion of Honor, and of Elisabeth

Catherine Joachime Faustine Galli, his

wife, both present and consenting.'

Nathalie Gallois exudes a patrician air

that sets her apart from her distinctly bour-

geois relatives. It may reflect the fact that

she married a man of leisure, the son of a

Parisian who owned a chateau, and it may

also explain why none of the present-day

members of the family know anything about

her, and why no death date is given for her

in the Bochet genealogical charts.
2
Those

documents do tell us that the couple had

two daughters and a son, and that Felix

Gallois died in 189 1. Nathalie was still

alive in 1867, for she is listed among the

bereaved in the notice of Ingres's death.'

This work may not have been executed

in Paris, for in the summer of 1852 Ingres

and his bride traveled about, calling on

various members of Delphine's family. In

June he reported to his old friend Charles

Marcotte: "On July 15 we are going to

Versailles 4
for two weeks, then we're sup-

posed to spend a month at Madame Gal-

lois's, and after that we'll come back to

you, in the month of October, I believe, at

your charming Poncelet [Marcotte's house

in Meaux]." 5

Provenance: Felix Gallois (1812-1891); the

marquis de Biron, Paris, by 1911; his sale, Galerie

Georges Petit, Paris, June 9-11, 1914, no. 35,

sold for 9,100 francs to Pauline; Maurice Fenaille

by 1931; his daughter Mme Francois de Pananeu,

nee Antoinette Fenaille, Paris; anonymous sale

(M. and Mme Franjois de Panafieu), Hotel

Drouot, Paris, February 9, 1959, postponed to

June 23, 1959, no. 7, sold for 6.5 million francs

to the Walter Feilchenfeldt gallery, Zurich; pur-

chased from that gallery by Robert Lehman, New
York, i960; his bequest to The Metropolitan

Museum of Art, New York, 1975

Exhibitions: Paris 1911, no. 169; Nice 1931,

no. 20; Cambridge (Mass.) 1967, no. 100, ill. (sit-

ter identified); New York 1980-81; New York

1988a; New York 1988-89

Reference: Naef 1977-80, vol.
5 (1980),

pp. 344-45, no. 430, ill
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157- Pierre-Fran9ois-Henri Labrouste

May 25, 1SS2

Graphite

i2
1/
4
x c)

1/
4
in.(so.8x 23.4 cm)

Signed, dated, and inscribed lower right:

a Messieurs / les Eleves de / Monsieur

Labrouste / architecte / Ingres Del /

1852 [For Messrs. / the students of /

Monsieur Labrouste / architect / Ingres

drew (this) / 1852]

National Gallery ofArt, Washington, D. C.

Collection ofMr. and Mrs. Paul Mellon

19s5.4y.S2

New York and Washington only

N426

Pierre-Francois-Henri Labrouste is

remembered as an architect whose struc-

tural solutions were eminently appropriate

to his time.' His modern approach was

most fully realized in two Paris libraries,

the Bibliotheque Sainte-Genevieve and

the complex that includes the main reading

room of the Bibliotheque Nationale. These

structures are not especially beautiful,

nor are they prominent city landmarks;

designed solely with function in mind, they

brilliantly exploit the possibilities offered

by iron as a building material.

Labrouste was born to well-to-do parents

in Paris in 180 1. Both he and his next older

brother, Theodore—there were four

sons in all—studied architecture at the

Ecole des Beaux-Arts. Henri won the Prix

de Rome in 1824, three years before his

brother did.

Back in Paris, he opened an atelier in

1832. His avant-garde ideas made him

extremely popular with his pupils but

brought him into conflict with the leading

lights of the Academie des Beaux-Arts.

Thus, it was not until 1843 tnat ne was

awarded his first major commission, the

Bibliotheque Sainte-Genevieve. The new

structure was opened to the public in 1850

and was immediately seen to have consid-

erable merit. His success allowed Labrouste,

now more than fifty years old, to marry
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the woman who had already borne him

four children.
2
In 1855 he was named

architect of the Bibliotheque Nationale,

and he spent the rest of his life helping to

redesign that complex. He then set his

sights on admission into the Academie

des Beaux-Arts, although he had previ-

ously railed against it, but he would

have to wait another twelve years before

receiving a seat.

Labrouste died in 1875. The task of

summarizing his achievements before the

Academicians fell to Ingres's biographer

Henri Delaborde, who was secretary of

the Academie at that time. In his carefully

considered address, Delaborde was per-

fectly candid about the tensions that had

once existed between the deceased and the

Academie and about Labrouste's indiffer-

ence to architectural tradition:

Labrouste's veneration for the monu-

ments of the past was by no means so

accommodating that it extended to all of

them indiscriminately. On the contrary,

he was quite intractable when it came to

purely historical considerations, and not

particularly susceptible to the kinds of

interest inherent in curiosities from

another era (apart from their beauty or

the harmony of their forms). When it

came to relics of other ages, he accepted

only what he believed in all good con-

science he could draw a lesson from.

While in this regard he professed to

worship the art of antiquity, he felt for

modern art in general, and for the archi-

tecture of the seventeenth century in

particular, only indifference—indeed,

harbored a long-standing aversion—which

seemed to predispose him rather poorly

to the task he was about to undertake

[at the Bibliotheque Nationale]. 3

So very different in temperament and

thinking were Labrouste and Ingres that

one wonders why the artist consented to

draw the architect's portrait, an honor he

had long tended to reserve for his closer

acquaintances. The commission had come

in February 1852, from a group ofmore

than a hundred of Labrouste's former

pupils. Ingres initially declined their re-

quest, citing among his many other obli-

gations his forthcoming second marriage

in April. He subsequently acquiesced, how-

ever, and the sitting took place on May 2 5.
4

It appears to have gone well, for when

Labrouste began to press for admission to

the Academie in 1855, he was assured of

Ingres's support. 5

As it happened, the seat finally given to

Labrouste in 1867 had been vacated by

the death of Ingres's close friend Jacques-

Ignace Hittorff. Ingres had also died

shortly before—and thus was spared dis-

comfort, for in Labrouste's obligatory

oration on his illustrious predecessor, he

criticized Hittorff as having been deeply

mired in the past.
6

There may have been a famous witness

to the genesis of this drawing. In his book

on Pierre-Auguste Renoir, Ambroise Vol-

lard relates that he once asked the painter

if he had known Ingres and received the

following reply:

I was twelve or thirteen years old [said

Renoir] when my employer, the porcelain

maker, sent me one day to the Biblio-

theque Nationale to copy a portrait of

Shakespeare so that he could reproduce it

on a plate. Looking for a place to sit, I

found myself in a corner where several

gentlemen were standing, among them

the house architect. I noticed in the group

a short, excitable man who was sketching

the architect's portrait: this was Ingres.

He was holding a pad of paper; he made

a sketch, threw it away, began another,

and finally, in one stroke, he produced a

drawing as perfect as if he'd spent eight

days on it.
7

The dates do not quite match up, for

in 1852, at the time the drawing was exe-

cuted, Renoir was only eleven. This is

not enough in itself to discredit his story.

It must be noted, however, that Labrouste

did not assume the post of architect at the

Bibliotheque Nationale until 1855, follow-

ing the death of the incumbent, Lodovico

Visconti, in 1853. Since there is no known

Ingres drawing of Visconti, one can only

assume that Vollard, ever on the lookout

for the colorful anecdote, "improved" on

whatever it was Renoir told him.

The drawing was engraved by Claude-

Marie-Francois Dien in 1853.

H.N.

For the author's complete text, see Naef

1977-80, vol. 3 (1979), chap. 178 (pp. 470—78).

1. On the life and work of Labrouste, see espe-

cially: Bailly 1876; Delaborde 1878; Millet

1879—80; Bauchal 1887; Souvenirs d'Henri

Labrouste 1928; Thieme and Becker 1907—

50, vol. 22 (1928); Jean Vallery-Radot in

Paris 1953b.

2. Marriage certificate dated June 12, 1852,

Archives de Paris.

3. Quoted in Delaborde 1878, p. 17; reprinted

in Naef 1977—80, vol. 3 (1979), p. 472.

4. See Ingres to Labrouste, May 18, 1852,

quoted in Lambert-Lassus 1873, P- 44^

reprinted in Naef 1977-80, vol. 3 (1979),

P- 475-

5. Salvador Cherubini, Inspecteur des Beaux-

Arts, to Labrouste, June 16, 1855, quoted

in Souvenirs d'Henri Labrouste 1928, p. 88.

The newly established relationship possibly

also had something to do with the fact that

Ingres's beloved pupil Alexandre Desgoffe

was later commissioned to paint the reading

room of the Bibliotheque Nationale.

6. Labrouste 1868, especially pp. 9, 10, 11-12, 14.

7. Vollard 1920, pp. 239-40; reprinted in Naef

1977-80, vol. 3 (1979), P- 477-

Provenance: Henri Labrouste (1801— 1875),

Paris and Fontainebleau; his daughter Mme
Frederic Simon, nee Anne-Marie-Julie Labrouste,

Versailles, until 1926; anonymous sale, Hotel

Drouot, Paris, rooms 9—10, June 14, 1946, no. 8,

sold for 181,000 francs; Wildenstein & Co., Inc.,

New York; sold by them to Dr. T. Edward

Hanley, 1950; Dr. and Mrs. T. Edward Hanley,

Bradford, Pa., until 1968; E. V. Thaw & Co.,

New York; purchased from that gallery by

Paul Mellon, 1969; Mr. and Mrs. Paul Mellon,

Upperville, Va.; their gift to the National

Gallery of Art, Washington, D.C., 1995

Exhibitions: Paris 1867, no. 363; Versailles

1881, no. 1441; Paris 1949b, no. 63; Philadelphia

1957, p. 2; Buffalo i960, no. 83; New York,

Cambridge (Mass.) 1961—62, no. 78, ill. p. 35;

New York, Philadelphia, Denver 1967—68, p. 63

References: Blanc 1870, p. 237; Delaborde

1870, no. 339; Lambert-Lassus 1873, pp. 444—53;

Millet 1879—80, p. 13, n. 2; Jouin 1888, p. 103;

Lapauze 1901, p. 266 (known from the engraving

by Claude-Marie-Franeois Dien, 1853); Lapauze

1911a, p. 463, ill. p. 443 (known from the engrav-

ing); Vollard 1920, pp. 239—40; Souvenirs d'Henri

Labrouste 1928, p. 31; Alaux 1933, vol. 2, p. 118;

Vollard 1938, p. 274; Alazard 1950, p. 107; Paris

1951, under no. 409; Paris 1953b, p. 9, under

nos. 129, 130, 150, pi. 1 (the engraving); Weigert

1955, pp. 230-31; Anon., February 1962, ill. p. 49;

Naef 1977-80, vol.
5 (1980), pp. 336-37, no. 426,

ill.; Washington, National Gallery 1996, pp. 67, 86
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158. Hippolyte Flandrin

i855

Graphite

12
3j£x w in. (32.2 x 25.3 cm)

Signed, dated, and inscribed lower right; Ingres

a Son ami / et grand artiste hyppolite flandrin

/ 1855. [Ingres for his friend / and great artist

Hippolyte Flandrin/ 1855.]

Muse'e des Beaux-Arts, Lyons B 1SS3

London only

N434

This drawing is discussed under cat. no. 155.

Provenance: The same as for cat. no. 155

Exhibitions: Paris 1861 (1st ser.), no. 52;

Lille 1866, no. 841; Paris 1867, no. 333; Paris

1884, no. 407; Paris 1905, no. 39; Paris 191 1,

no. 168; Paris 1923a, no. 249; Paris 1967—68,

no. 250, ill.; Philadelphia, Detroit, Paris 1978—79,

no. VII-40; Lyons, Esslingen 1989, no. 47, ill.;

Pittsburgh, Northampton 1992, no. 49, ill.

References: Blanc 1861, p. 191; Galichon

1 861 a, p. 358; Merson and Bellier de la Chavignerie

1867, p. 121 (incorrectly dated 1858); Blanc 1870,

p. 236; Delaborde 1870, no. 294; Gatteaux 1873

(1st ser.), ill. on. pi. 12 (detail); Gatteaux 1875,

no. 60, ill.; Both de Tauzia 1888, p. 141; Jouin

1888, p. 70; Lapauze 1901, p. 243 (known from

the list of works in Ingres's Notebook X); Flan-

drin 1902, p. 148; Lapauze 1903, no. 18, ill.;

Lapauze 1911a, ill. p. 479; Audin and Vial 1918,

p. 345; Hourticq 1 928, ill. on pi. 106; Alazard

1950, p. 107; Schlenoff 1956, ill. on pi. XXXII;

Ternois 1962, fig. 2 opp. p. 14; Serullaz 1967,

p. 213; Naef 1977-80, vol. 5 (1980), pp. 350-51,

no. 434, ill.; Ternois 1980, p. 158, ill.; Vigne

1995b, fig. 190
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159. Madame Jean-Auguste-Dominique

Ingres, nee Delphine Ramel

1855

Graphite

13%X io
3
/^in. (35 X2J.2 cm)

Signed twice upper left ('he signature below is

inauthentic): [I]ngres Del. / J. Ingres Del.

[(I)ngres drew (this) / J. Ingres drew (this)]

Inscribed and dated twice upper right (\he

inscription below is inauthentic): Madame Delp.

Ingres 1855 / Madame Delp. Ingres 1844

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Massachusetts

Gift ofCharles E. Dunlap 1954.0110

N436

Ingres's beloved wife Madeleine died in

July 1849. The first suggestion that he

might remarry appears in an unpublished

letter from the engraver Luigi Calamatta

to Ingres's close friend Charles Marcotte

(Marcotte d'Argenteuil) dated August 3,

1851: "You must think me awfully curious,

which I can't deny, but after all it's only

my sincere interest in our dear friend

Ingres (who must have been to see you)

that prompts me to ask about his marriage

plans.'" The following April, some two

years and eight months after Madeleine's

death, the artist joyfully took as his second

wife Delphine Ramel, who was almost

thirty years younger than he. Public reac-

tion to this unusual alliance was not alto-

gether favorable; the sculptor Antoine

Etex, for example, who bore a strong

grudge against Ingres, wrote in a review

of the 1855 Salon:

How much veneration can we feel for a

man who wails, weeps, and despairs night

and day at the loss of his cat, but who

remains almost untouched by the death of

his wife, the steadfast companion who

shared his life of poverty; a man who is so

ungrateful toward that cherished memory

that he goes and gets remarried so soon

after his loss, even though he has reached

the respectable age of seventy-five?
2

For those who did not know the painter

well it was easy enough to scoff; however,

his closest acquaintances applauded the

marriage—witness another unpublished

letter to Marcotte from Calamatta: "The

news of Ingres's remarriage gives me great

pleasure. . . . Their ages strike me as well

matched, and with your blessing I'm sure

they'll make an excellent couple. I don't

generally like second or third marriages,

but for him it was necessary. There isn't

another Ingres in the world. He and art

both will benefit from it."
3

Indeed, it was Marcotte who first pro-

posed the idea, recognizing that the wid-

ower was desperately lonely and simply

not himself without a wife at his side.

He even selected a woman from his own

extended family as a suitable bride. His

brother Marcotte de Quivieres had married

one of the numerous sisters of Madame

Panckoucke and her brother Edme Bochet,

who figure so prominently in the early

Roman chapter of Ingres's biography (see

cat. no. 30). Another of those sisters was

a Madame Jean-Baptiste Ramel (see cat.

no. 160), living in Versailles, who had an

unmarried daughter Delphine, born in

1808. The plan was far advanced before

Delphine was apprised of it; however,

Ingres had obviously discussed it with one

of her friends during sittings for a portrait.

In a letter to Madame Henri Gonse dated

January 7, 1852, the painter confessed to

this sitter (fig. 208): "Lucky for me, her

parents are delighted: well, you must think

I am too, completely so, but I can say that

only to my most discreet friends. And

that's how it must be, otherwise I'd stop

seeing things with detachment, and good-

bye art. And besides, if we were perfect,

which is not the human lot, we would get so

bored that we'd kill ourselves just as we

would from depression." 4 The wedding

took place on April 15,1852. Among the wit-

nesses were Edouard Gatteaux, Marcotte

d'Argenteuil, and Edme Bochet.

Madeleine Chapelle had shared the mis-

eries and triumphs of the painter's career

for the better part of four decades. Delphine

Ramel was his companion for a mere fif-

teen years. It is only natural that we know

so much less about the latter relationship.

What the elderly Ingres required was the

domestic calm that would permit him to

work, and to all appearances Delphine did

her best to provide it. He was genuinely

devoted to her; in his letters he praises her

for her help with his correspondence and

for her general solicitude—also, signifi-

cantly, for her abilities as a pianist. Despite

its success, there were those who chose to

ridicule the marriage. Many years after

Ingres's death, Edmond de Goncourt

noted in his diary a scurrilous anecdote

he had heard from the painter Alfred

Stevens: "In fact, old Ingres was still quite

a fornicator even at a well-advanced age.

If he was at the opera and some dancer
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got him excited, he'd cry out, 'Madame

Ingres, to the carriage!' and he went about

it on the trip home." 5

When Ingres died he was buried next

to his incomparable Madeleine. In 1887,

twenty years later, Delphine was laid to

rest by his side.

The artist produced two memorable

likenesses of Delphine, a portrait drawing

executed in the year they were married

(N 427; Musee Bonnat, Bayonne) and a

painted portrait of 1859 (fig. 213). There is

also the present drawing, in which the sitter

is shown in the same pose as in the painting.

This third image, though seemingly of

impeccable provenance, is suspect in vari-

ous ways. If it is, in fact, Ingres's work,

why was it not included in either the major

exhibition of the artist's drawings in 1861

or the retrospective of 1867? It is also curi-

ous that the drawing is not mentioned in

either Charles Blanc's book on Ingres of

1870
6
or Henri Delaborde's much more

carefully researched monograph published

the same year. However, this drawing may

be mentioned in Ingres's Notebook X
(fol. 9) and included in his list of works in

the same volume (fol. 26)—unless he is

referring to the 1852 drawing instead. 7

The signature, inscription, and date at the

top of the drawing appear to be authentic.

These have been copied by another hand

just below—presumably because a chosen

frame obscured the originals—but with

the "1855" misinterpreted as "1844." If

the date 1855 is, in fact, correct, this is the

only time in his entire career that Ingres

based a painting on a drawing made so

long before.

All of these considerations would be

insignificant if the drawing itselfwere

entirely convincing. The actual likeness

—

that is, the head and the right hand

—

seems unexceptionable. The use of line in

the skirt is indecisive, however: the hatch-

ing is lifeless and too tight, so that the

shadows seem smudged. And nowhere in

the artist's oeuvre is there anything as

weak and amateurish as the table with the

book lying on top of it. It seems as though

someone sought to give greater visual

weight to an Ingres bust-length drawing

by expanding it and adding accessories.

H.N.
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For the author's complete text, see Naef

1977-80, vol. 3 (1979), chap. 179 (pp. 479-90).

1. Quoted in ibid., p. 480.

2. Etex 1856, p. 50, note; quoted in Naef 1977—

80, vol. 3 (1979), p. 479.

3. Quoted in Naef 1977-80, vol. 3 (1979),

p. 480.

4. Quoted in Lapauze 1911a, pp. 457—58;

reprinted in Naef 1977-80, vol.
3 (1979),

p. 481.

5. Goncourt 1956-58, vol. 1 8, p. 229, entry for

August 11, 1892.

6. See Blanc 1870, pp. 61—62.

7. See Vigne 1995b, p. 329.

Provenance: Probably Mme Emmanuel

Riant, nee Anne Ramel, niece of the sitter; her

husband, Emmanuel Riant, until after 1940;

Galerie Wildenstein, Paris, by 1947 at the latest;

purchased from Wildenstein & Co., Inc., New
York, by Charles E. Dunlap, 1948; his gift to the

4f

Fogg Art Museum, Harvard University Art

Museums, Cambridge, Mass., 1954

Exhibitions: New York 1947-48, no. 29, as

Mme Ramel; Cambridge (Mass.) 1967, no. 104,

ill.; Tubingen, Brussels 1986, no. 68, ill.; Cam-

bridge (Mass.) 1980, no. 53

References: Lapauze 1901, pp. 243, 250 (cited

on the basis of Ingres's Notebook X); Marjorie B.

Cohn in Cambridge (Mass.) 1967, pp. 244-45, 24<j;

Durbe and Roger-Marx 1967, ill. p. [7]; Hattis

1967, pp. 7-18, jacket ill., ill. p. 13 (the inscription);

Naef 1967 ("Mme Delphine"), pp. 9-13, ill; Naef

1967 ("Musee Fogg"), p. 6, n. 1; Pincus-Witten

1967, ill. p. 48; Reff 1976, p. 49, fig. 25; Reff

1977, p. [6], fig. 8; Naef 1977-80, vol.
5 (1980),

pp. 354-55, no. 436, ill.; Picon 1980, ill. p. 86;

Ternois 1980, p. 105; Fleckner 1995, p. 120, fig. 40;

Vigne 1995b, p. 295; Mongan 1996, no. 250, ill.;

New York 1997-98, [vol. 1], p. 144, fig. 185
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160. Edmond Ramel and His Wife, nee Irma

Donbernard

September i855

Graphite with white highlights

33%x io
1^in. (33S x 26.5 cm), mounted

Signed, dated, and inscribed bottom center:

a mon cher frere Edmond Ramel / Souvenir

de Cannes. J. Ingres 1855 [for my dear brother

Edmond Ramel / Souvenir of Cannes.

J. Ingres 1855]

Inscribed upper right: Portrait de M r
et M e

Ed. Ramel.

Private collection

N43S

When he married his second wife, Delphine

Ramel, in 1852, Ingres acquired a host of

new in-laws, twelve ofwhom he immor-

talized in portrait drawings. These Ramel

family portraits account for almost half

of the pencil portraits the artist produced

during the next fifteen years, and it appears

that it was his intention from the start to

produce an entire Ramel gallery. The first

he undertook was more than likely that

of his wife, which is dated 1852 (N 427;

Musee Bonnat, Bayonne). Those of her

parents (N 428, N 429; Fogg Art Museum,

Cambridge, Massachusetts) and of her sis-

ter Leonie Guille (N 431; Musee Bonnat,

Bayonne) were produced in the same year.

Delphine's father, Jean-Baptiste-Joseph-

Dominique Ramel, was born in Montolieu

(Aude) in 1777. By the time of his mar-

riage, in 1808, he had risen in the tax

department to the position of Inspecteur

de l'Enregistrement et des Domaines.
1

Her mother, born Marie-Anne-Philippine-

Delphine Bochet in Lille in 1785,
2
had a

similar background, for her father worked

in the same department.

Ingres must have heard of the Ramels

long before he thought he might become

part of their family. In Rome in 18 11 he

had painted portraits of Edme Bochet,

his future mother-in-law's brother (cat.

no. 30), and Madame Panckoucke, their

sister (fig. 117). Moreover, his close friend

Charles Marcotte, who had been the

matchmaker in the artist's betrothal to

Delphine, was also related to the family,

for his older brother had married one

of the Bochet siblings.

The Ramels lived in Versailles, and it

was there that the seventy-one-year-old

Ingres married their eldest daughter, then

forty-three. 3 By the time Marcotte sug-

gested the marriage, there were three other

contenders for her hand. One of them was

immensely wealthy and might well have

won her if he had not withdrawn his suit

at the last moment. Marcotte summed up

the complex events in a brief note:

After the family had interviewed Ingres

and all but given its consent, another

suitor appeared who seemed to offer Mile.

Ramel a very advantageous match. At

that point the Ramels withdrew their con-

sent, preferring to await the outcome of

negotiations with the latter; but these fell

through and they came back to Ingres,

who behaved quite generously.4

It is not at all surprising that Delphine

Ramel's bourgeois parents were swayed

by the wealth of their daughter's suitor.

Ingres understood the situation, for he was

fully aware that at his advanced age and

with his more modest resources he could

scarcely compete. It did not even occur to

him to remind the Ramels that he was

famous, and in any case it would have

done little good, for as he remarked, the

family lived "remote from the realm of

the fine arts." 5

Born in 1808, Delphine was for nearly

ten years the couple's only child. Her sib-

lings then appeared in rapid succession,

and she dutifully helped to raise them.

She also lovingly tended her parents, with

whom she lived until her late marriage.

When her father retired and gave up the

house in Versailles, she did what she

could to make a new home for him and

her mother. With Ingres and her brother-

in-law Jean-Francois Guille, she bought

them a charming house in Meung-sur-

Loire,
15

a place that would also become

important to Ingres. He reported to

Marcotte in June 1853:

My dear friend, Yes, a great misfortune

has befallen the good Ramel family owing

to the sudden retirement [of M. Ramel],

something we might indeed have pre-

dicted a bit sooner—but a bit later! Since

Providence never abandons the good,

with their courage and their philosophi-

cal spirit—which is the case with that

respectable head of the family—it turns out

that through M. Guille's business dealings

there happens to be a beautiful and charm-

ing villa for sale in Meung on the banks of

the Loire, which we're going to buy and

where we can house the Ramel family, who

will come live there with their daughter and

son-in-law [Guille], and us as well, at least

for a few months; and it has a studio.
7
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Jean-Francois Guille had married Del-

phine's sister Leonie in 1850, taking her

back to Meung, where he worked as a

notary. Ingres's drawing of the couple

shows them with their son Fernand, born

in 1851. Their second and last child,

Isabelle, arrived two years later, 9 and

Ingres was named her godfather. At the

age of three, she too would become the

subject of an Ingres portrait (N 441; Musee

Bonnat, Bayonne). Ingres and Delphine

spent nearly every summer in Meung,

escaping from Paris as soon as it grew too

warm and frequently staying on well into

the fall. Since the house had a small studio,

the artist was able to work there in peace

when he chose not to be caught up in the

doings of the extended family, especially

those of the Guille children, whom he

adored. The only thing he missed was see-

ing his friends, and as a result he wrote

many more letters there than he did in

Paris; most ofwhat we know of his late

years has been gleaned from his Meung

correspondence. In 1858 he described the

pleasant life at Meung to Marcotte: "Our

house is charming, honest, comfortable,

with beautiful fruits from the garden, peace

and quiet, except that we've traded the

noise of Paris for the noise of children,

but you always need some noise around

or it would get too monotonous."
10

In September 1855 Ingres and his wife

spent three weeks in Cannes, where Del-

phine's brother Edmond held the post in

the customs department of Verificateur des

Douanes." The artist repaid Edmond and

his wife for their hospitality as only he

could, by drawing this double portrait of
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them. The setting is indicated by a sugges-

tion of the sea in the background and the

rigging of two sailboats on the left.

The trip to Cannes had been hard on

Ingres because of the intense heat. Once

back in Paris, the couple immediately fled

to Meung. During that stay the artist

added yet another portrait to the Ramel

series, this one of his as yet unmarried

sister-in-law Mathilde (N 437; where-

abouts unknown). The following year,

the young woman would become the wife

of a doctor, Norbert-Irenee Hache,
12
of

whom Ingres also produced a portrait

(N 438; whereabouts unknown).

Adrien Ramel was the only Ramel sib-

ling who never sat for Ingres. Had there

been a portrait of him, it would doubtless

have been included in the 1867 Ingres ret-

rospective, which was mounted with the

assistance of the family. That exhibition

did include a drawing of Albert Ramel,' 3

the baby of the family, done in 1861

—

perhaps the last portrait the artist pro-

duced (N 448). The only other portrait

drawing from that year is of Madame

Adolf von Sturler (cat. no. 165), and in

executing it Ingres was forced to use a

magnifying glass.
14 The eighty-year-old

artist's eye and hand no longer served

him as they once had. In the portrait of

Albert Ramel this infirmity is even more

evident, and one suspects that Ingres

finally decided not to produce any more

such drawings, recognizing that they were

no longer worthy of him.

H.N.

For the author's complete text, see Naef

1977-80, vol. 3 (1979), chap. 180 (pp. 491-99).

1. Marriage certificate, Archives de Paris.

2. Ibid.

3. The marriage certificate is published in

Lapauze 1910, pp. 321—24.

4. Charles Marcotte, unpublished memoran-

dum, quoted in Naef 1977—80, vol. 3 (1979),

p. 492.

5. Ingres to Marcotte, early January 1852,

quoted in Naef 1977-80, vol. 3 (1979),

p. 493; in Ternois 1999, letter no. 79.

6. Wildenstein 1954, p. 32.

7. Ingres to Marcotte, June 20, 1853, quoted

in Naef 1977—80, vol. 3 (1979), p. 494; in

Ternois 1999, letter no. 89.

8. Birth certificate, town hall, Meung-sur-Loire.

9. Ibid.

10. Ingres to Marcotte, August 20, 1858, quoted

in Naef 1977-80, vol. 3 (1979), p. 495; in

Ternois 1999, letter no. 105.

11. Death certificate, town hall, Cannes.

12. Marriage certificate, Archives de la Seine.

13. Paris 1867, no. 386.

14. Amaury-Duval 1878, p. 239.

Provenance: Edmond Ramel (1817—1875),

Cannes; his widow, nee Irma Donbernard

(ca. 1821-1898), Cannes; Henri Haro, Paris, by

1903; his posthumous sale, Hotel Drouot, Paris,

February 3, 1912, no. 141; purchased at that sale

for 5,800 francs by Henry Lapauze (1867-1925),

Paris; his posthumous sale, Hotel Drouot, Paris,

June 21, 1929, no. 34; purchased at that sale for

125,000 francs by Paul Rosenberg; looted from

him during the occupation of France, 1940-45;

Paul Rosenberg or his gallery in New York

by 1955; sold by Paul Rosenberg & Co., New

York, to Benjamin Sonnenberg (1901-1978),

New York, 1958; his posthumous sale, Sotheby

Parke Bernet, New York, June 5-9, 1979, no. 609;

purchased at that sale for $145,000 by the

present owners

Exhibitions: Paris 1911, no. 173; Copen-

hagen 1914, no. 299; Paris 1922b, no. 315; Hart-

ford 1934, no. 173; Brussels 1936, no. 31; London

1936b, no. 16; London 1938b, no. 10 (erroneously

dated 1835); Paris 1938b, no. 19 (erroneously

dated 1835); New York 1948, no. 2 [eb]; New

York 1961, no. 66, ill.; Poughkeepsie, New York

1961, no. 83, ill.; Cambridge (Mass.) 1967, no.

105, ill. (sitter identified); New York 1970, no. 58;

New York 1971, no. 4, ill.

References: Lapauze 1903, no. 78, ill.;

Lapauze 1911a, p. 476; Lapauze 1911b, p. 48

(erroneously described as a portrait of the Guille

family); Anon., July 1, 1929, ill. p. 408; Repertoire

des biens spolie's 1947; Boggs 1962, p. 90, n. 98;

Schlenoff 1967, p. 379; Young 1967, p. 181,

fig. 10, p. 178; Levey 1968, p. 44; Naef 1977—80,

vol.
5 (1980), pp. 352-53, no. 435, ill.

161. Mademoiselle Cecile Panckoucke

Probably September 12, 1856

Graphite

i2
5/
8
x

g

1/
2

in. (32.3 x 24.2 cm)

Signed, dated, and inscribed lower right:

a M r
forgeot. / son tres affectionne / Ingres

Del. / 12 7
bre

1856. [to M. Forgeot. / his

very affectionate / Ingres drew (this) /
bre n , ii

12 7 1856. ]

Inscribed upper right, in nearly indecipherable

writing: Mademoiselle Cecile Panckoucke.

The Detroit Institute ofArts

Founders Society Purchase, Anne McDonnell

Ford Fund and Henry Ford 11 Fund 64.82

New York only

N443

Ingres made the following entry in Note-

book X, where his late works are listed:

"portrait drawing of Mile Cecile Pankouqu

[sic]."
2 The artist's biographer Henri

Delaborde mentions such a drawing, but

since he had not seen it, he guessed that it

was executed "in about 1855." 3 Then, in

his alphabetical listing of portrait subjects,

the work appears again, complete with the

date 1856 and the dedication to Monsieur

Forgeot, under the name "Madame Cecile

Tournouer." 4 Delaborde was apparently

unaware that the sitter had married only

days after the drawing was completed.

She was the granddaughter of Madame

Henri-Philippe-Joseph Panckoucke, nee

Cecile Bochet, whose portrait Ingres had

both painted (fig. 117) and drawn (fig. 118)

in Rome in 1811. The artist's ties to Madame

Panckoucke's family were many and com-

plex. It was at the home of her brother,

Edme Bochet, an important French official

in Rome, that Ingres met Charles Marcotte,

who would become his lifelong friend

(see cat. nos. 30, 26). A sister of Madame

Panckoucke, Felicite Bochet, had married

an older brother of Marcotte in 1804.' In

1835 their daughter married Madame

Panckoucke's son,
6
and the child of this

marriage between cousins was the Cecile

Panckoucke portrayed in this drawing of

1856. Ingres became a part of this extended
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family when he took—at Marcotte's urging

—Delphine Ramel as his second wife,

for Delphine's mother was yet another

of the Bochet siblings (see cat. nos. 159,

160). The Monsieur Forgeot to whom the

drawing is dedicated was the elder Cecile

Panckoucke's second husband. 7 The por-

trait presents a young woman of twenty

at the height of her beauty. The memories

she evoked in the artist reached back

more than forty years.

Cecile was born in Paris on May 5, 1836.
8

Her father, a lawyer,9 held the comfortable

post of Payeur des Finances.
10
The man

she married in September 1856, only days

after this bridal portrait was made, was also

a lawyer, but his true vocation lay outside

his profession." A talented painter and

draftsman, Jacques-Raoul Tournouer was

also a passionate geologist, and he was rec-

ognized for his contributions in that field

in 1877, when he was elected president of

the Societe Geologique de France.
12 He

died, not yet sixty, in 1882, leaving behind

three sons and a daughter.

His widow survived him by more than

two decades. She had doubtless become the

owner of the Ingres portrait many years

before, since Monsieur Forgeot died with-

out children in 1864 and his wife a short

time afterward. The drawing was left to

the sitter's daughter, Madame Maurice

Bastide du Lude, who died in Lausanne in

1951.
13 Thanks to the gracious assistance of

Helene Privat-Deschanel, the author was

able to find the portrait of Cecile, which

had been completely forgotten, in the

home of Monsieur Bastide du Lude in

Lausanne in 1956, precisely a hundred

years after Ingres drew it.'
4

The seventy-five-year-old artist clearly

portrayed his young relative with great

affection. Her pose brings to mind the

ancient figures of Pudicity that he had

remembered as he worked on the pose of

Stratonice in his Antiochus and Strawnice

(fig. 194). It was one that especially appealed

to him. h.n.

For the author's complete text, see Naef

1977-80, vol. 3 (1979), chap. 182 (pp. 503-5).

1 . Probably the inscription, which has been

partially erased, originally read: "Portrait

de M^e Cecile Panckoucke / offert a M r

forgeot / par son tres affectionne / Ingres

Del. / 12 7
bre 1856" ("Portrait of Mile

Cecile Panckoucke / offered to M. Forgeot

/ by his very affectionate / Ingres [who]

drew [this] / 12 j'aK 1856"). The date may

be construed as September 12, 1856 ("7" is

probably shorthand for "sept," the French

word for "seven").

2. Notebook X, fol. 26, quoted in Naef 1977—

80, vol. 3 (1979), p. 503. See Vigne 1995b,

p. 329.

3. Delaborde 1870, no. 388.

4. Ibid., no. 421.

5. Moreau-Nelaton 1918, vol. [5], pi. III.

6. Marriage contract dated May 3 1
, 1 83 5,

drawn up by M e Dutertre in Boulogne-

sur-Mer.

7. Moreau-Nelaton 1918, vol. [5], pi. III.

8. Birth certificate, Archives de Paris.

9. Marriage contract dated May 31, 1835, drawn

up by Me
Dutertre in Boulogne-sur-Mer.

10. Moreau-Nelaton 1918, vol. [5], pi. III.

1 1 . Helene Privat-Deschanel to the author,

February 6, 1957.

12. Ibid.

13. Maurice Bastide du Lude to the author,

October 4, 1956.

14. Naef 1958 ("Notes III"), pp. 414-17, ill.

p. 410.

Provenance: Louis-Philippe Morande

Forgeot, Bordeaux, until 1864; Mme Jacques-

Raoul Tournouer, nee Cecile Panckoucke

(1836—1903), Saint-Jean-de-Losne, until 1903;

her daughter Mme Maurice Bastide du Lude,

nee Susanne Tournouer, Lausanne, until 1951;

her husband, Maurice Bastide du Lude; sold by

him to the Walter Feilchenfeldt gallery, Zurich,
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1956; acquired from them by Jacques Seligman

& Co., New York, 1957; purchased from

that gallery by the Detroit Institute of Arts,

1964

Exhibitions: Bordeaux 1865, no. 309, as

Mme T.; Paris 1867, no. 393, ?&Madame Cecile

Tournouer; New York 1960a, no. 19; Cambridge

(Mass.) 1967, no. 109, ill.; New York 1985-86,

no. 109

References: Blanc 1870, p. 240, as Mme Cecile

Tournouer (known from Paris 1867); Delaborde

1870, nos. 388, 421 (erroneously catalogued

twice: under no. 388 as "Mademoiselle Cecile

Panckoucke," as recorded in the list ofworks in

Notebook X, and under no. 421 as "Madame

Cecile Tournouer" from Paris 1867); Lapauze

1 901, p. 250, as Mile Cecile Panckoucke (cited

from the list of Ingres's works in Notebook X);

Naef 1958 ("Notes III"), pp. 414-17, ill. p. 410

(sitter identified); Anon. 1964, p. 374, ill. p. 386;

Anon. 1965, ill. p. 43; La Chronique des arts

1965, p. 56, fig. 224; Cummings 1965, pp. 73,

76-77, ill. p. 75; Naef 1965 ("Ingrisme"), p. 21;

Woods 1966, ill. p. 21; Waldemar George 1967,

ill. p. 75; Radius and Camesasca 1968, p. 124,

ill.; Mongan 1969, p. 148, fig. 32, p. 160; Ternois

and Camesasca 1971, p. 124, ill.; Naef 1977—80,

vol. 5 (1980), pp. 366-68, no. 443, ill.

162. Madame Charles Simart, nee Amelie

Baltard

185

j

Graphite on tracingpaper (mounted on cardboard)

13 10 in. (33S x 25.5 cm), mounted

Signed, dated, and inscribed lower right: a Son

ami Simard / Ingres Del. / 1857. [for his

friend Simar[t] / Ingres drew (this) / 1857.]

Albright-Knox Art Gallery, Buffalo, New York

Elisabeth H. Gates Fund, 1332 32:130

New York only

N444

The subject of this drawing was the second

wife of the sculptor Pierre-Charles Simart

(the spelling "Simard" in the dedication is

a slip on Ingres's part). Born in Paris in

1828, Amelie Baltard was a full generation

younger than the widower she married in

October 1852.
1 The marriage lasted less

than five years, for Simart was hurt in a

traffic accident on May 18, 1857, and died

of complications nine days later.
2
It is con-

ceivable that Ingres hoped a portrait of

the patient's wife would comfort and lift

his spirits, in which case the drawing was

done during the few days before he died.

Executed on tracing paper, it may be an

amended copy of a rejected original. It is

mentioned in Ingres's Notebook X and

entered in his work list.
3

Ingres and Simart were linked through

a network of acquaintances. The son of a

poor cabinetmaker, Simart was born in

Troyes in 1806. In his youth he found a

patron in Philippe-Marie-Nicolas Marcotte,

the oldest brother of Ingres's close friend

Charles Marcotte. In Paris he studied with

the sculptors Charles Dupaty and Jean-

Pierre Cortot,4 friends of Ingres, who had

drawn their portraits in Rome in 1 810

(N 59) and 1818 (cat. no. 80), respectively.

Simart was awarded the Prix de Rome

in 1833, the year that Victor Baltard, to

whom he would later become related by

marriage, won the same prize for architec-

ture. Two years later, Ingres assumed the

directorship of the Academie de France,

and together with the painter Hippolyte

Flandrin (see cat. nos. 155, 158) and the

composer Ambroise Thomas, the sculptor

and architect formed the innermost circle

of Ingres's proteges in Rome. Of the four,

none was more in need of the director's

guidance than Simart, for he was some-

what weak and melancholy by nature and

plagued with doubts. Like Flandrin, he

tended toward the naive and the mystical,

hardly qualities the nineteenth century

desired in a sculptor, and Ingres strongly

urged him to study Phidias. Simart was

forever grateful.

In 1 841, back in Paris, Simart married

Victor Baltard's niece Laure Jay. During

the ten years of his first marriage he exe-

cuted such distinguished commissions as

the figures of Justice and Abundance at the

Barriere du Trone (place de la Nation) and

the ten large reliefs on Napoleon's tomb

at Les Invalides. 5 He also produced major

works for the chateau ofthe wealthy due de

Luynes in Dampierre—doubtless on the

recommendation of Ingres, who painted

The Golden Age (fig. 204) for the same

patron.
6
But despite his successes and his

happy marriage he never fully managed to

shake his melancholy, and when his wife

died, in 1 85 1, he was beside himself:

Ifmy place is among you, try not to

notice that this place is empty. . . . The
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day comes when one harvests nothing

more than the thorn that pierces one's

heart. ... As for me, my soul is in despair,

my soul is lost, and if the sun is shining,

its joyful rays insult my sorrow. I would

like to go live in a dungeon. 7

The following year he married Amelie,

another niece of Victor Baltard, whom he

came to think of as a second guardian angel.

[Simart told us]: "Pain and sorrow have

been dispelled, I'm no longer alone: my

wife, an angel who is gentle and strong at

the same time, because she relies on both

charity and faith—my wife supports me

and encourages me on my days of doubt

and weakness. I'm proud of her as a man

and as an artist."
8

The intense religiousness that Amelie

demonstrated during her brief marriage

would become her whole life in her wid-

owhood. In the notice of her father's death

in 1862, five years after that of her hus-

band, she signed herself "Mme veuve

Simart, en religion soeur Marie-de-St-

Pierre" ("Madame Simart, widow; in the

faith, Sister Marie-de-Saint-Pierre"). 9 Yet

it would appear that her faith was not sul-

lied by the gloom and yearning so charac-

teristic of Simart and Flandrin. She is

remembered in the family as a resolute

and highly capable woman, 10
and Ingres's

Junoesque portrayal of her certainly sug-

gests as much. Soeur Marie died in 1904,

at the age of seventy-five. h . n .

For the author's complete text, see Naef

1977-80, vol.
3 (1979), chap. 185 (pp. 545—48).

1. Marriage certificate, Archives de Paris.

2. Eyries i860, p. 400.

3. Notebook X, fols. 9, 26; see Vigne 1995b,

p. 329.

4. Lami 1914—21, vol. 4 (1921), p. 257.

5. A complete list of his works is given in ibid.

6. Simart executed four friezes for the due de

Luynes depicting the Golden Age and the

Iron Age, doubtless in connection with the

Ingres program; ibid., p. 260.

7. Quoted in Eyries i860, p. 374; reprinted in

Naet 1977-80, vol. 3 (1979), p. 546.

8. Quoted in Eyries i860, p. 395; reprinted in

Naef 1977—80, vol. 3 (1979), p. 547.

9. Lavigne 1881, p. 55.

10. Interview with Madame A. de Sainte-Marie,

Sceaux, March 10, 1962.

Provenance: Charles Simart (1806-1857);

his father-in-law, Prosper Baltard, Billancourt,
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until 1862; his brother Victor Baltard (1805-

1874), Paris, until 1874; anonymous collector;

acquired from that collector by Galerie Wilden-

stein, Paris, 1931; purchased for $5,500 from

Wildenstein & Co., Inc., New York, by the

Albright Art Gallery (now the Albright-Knox

Art Gallery), Buffalo, N.Y., 1932

Exhibitions: Paris 1861 (2nd ser.); Paris

1867, no. 389; Buffalo 1932, no. 83, pi. II; Buffalo

1935, no. 96, ill.; Springfield, New York 1939—40,

no. 27, ill.; Cincinnati 1940; Rochester 1940; San

Francisco 1947, no. 16; Detroit 1950a, no. 24;

Detroit 1950b, no. 27, ill.; Winnipeg 1954, no. 15;

Rotterdam, Paris, New York 1958-59, no. 136,

ill.; New York 1961, no. 69, ill.; State College

1963, no. 2; Cambridge (Mass.) 1967, no. 110, ill.

Buffalo 1967-68, no. 39, ill.; Buffalo 1987-88,

p. 22, ill.; Buffalo 1992

References: Galichon 1861b, p. 44; Blanc

1870, p. 239; Delaborde 1870, no. 412; Lapauze

1 901, p. 250 (erroneously cited from the list of

Ingres's works in Notebook X); Anon., March

1932, ill. p. 26, as Mme Semiard; Art News 1934,

ill. p. 4; Slatkin and Slatkin 1942, p. 547, fig. 508;

Mongan 1947, no. 24, ill.; Anon., May 1954,

p. 20, no. 64, n. 13, fig. 7, p. 13; Mongan 1969,

p. 148, fig. 33, p. 161; Naef 1977-80, vol.
5

(1980), pp. 368-70, no. 444, ill.
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163. Mademoiselle Mary de Borderieux(?)

iSSy

Graphite and watercolor with white highlights

13
7/
S
x 10^ in. (3S.2 X2J. i cm), mounted

Signed and dated on the veil, center right: Ingres

Del / 1857. [Ingres drew (this in) / 1857.]

The Woodner Collection, on deposit at the

National Gallery ofArt, Washington, D.C.

New York and Washington only

N445

All attempts to identify with certainty the

subject of this drawing have been unsuccess-

ful. The portrait, known ever since the

Ingres retrospective in 1867, had not been

published when it appeared on the art market

in 1977 with the following as yet unverified

description: "This drawing is the portrait

of Mademoiselle Mary de Borderieux, who

later married Monsieur [Emile] de Riche-

mond. She is wearing a first communicant's

veil and must be about sixteen or eighteen

years old. (She was Protestant.) The draw-

ing has remained in the family since 1857,

the date of its creation."
1

It is unique among

Ingres' s portrait drawings for its dreamy,

Raphaelesque religiousness. Its unusual

proportions and the placement of the sig-

nature suggest that Ingres was picturing

an oval frame. h . n .

1. Quoted in Naef 1977-80, vol. 5 (1980), p. 370.

Provenance: Mme Rhchemond?] (unidenti-

fied) until 1905; presumably the sitter's family

until about 1977; Ian Woodner (1903-1990),

New York; The Woodner Collection

Exhibitions: Paris 1867, no. 314, as Etude de

jeunefills, "graphite drawing, signed: Ingres del.

1857, lent by M***"; Paris 1905, no. 62, as Portrait

de Mile de Borderieux, "lent by Mme R."; Cam-

bridge (Mass.) 1985, no. 108; Vienna, Munich

1986, no. 87; Madrid 1986-87, no. 103; London

1987, no. 86, ill; New York 1990, no. 109, ill.;

Washington 1995-96, no. 104, ill.

References: Blanc 1870, p. 240 (catalogued

from the list in Paris 1867); Delaborde 1870,

no. 265, as "Mademoiselle Borderieux, lifesize

head, drawn in graphite with some light water-

color touches, signed Ingres del. i85y"; Naef

1977-80, vol.
5 (1980), pp. 370—71, no. 445, ill.
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164. Madame Charles Gounod, nee Anna
Zimmermann

l859

Graphite

to^x 8 in. (z5.y x 20.2 cm)

Signed, dated, and inscribed lower left: a /

Son cher ami Gounod / Ingres Del v,t
/ 1859.

[for / his dear friend Gounod / Ingres drew

(this) / 1859.]

Inscribed upper right: Portrait de M. e Ch. les
/

Gounod

The Art Institute ofChicago

Gift ofCharles Deering McCormick, Brooks

McCormick and Roger McCormick 1364.78

New York and Washington only

This drawing is discussed under cat.

no. 117.

Provenance: The same as for cat. no. 117

Exhibitions: Paris 1900a, no. 1090; Paris

1908, no. 106, ill.; Rotterdam, Paris, New York

1958-59, no. 137, pis. 106 (Paris), 98 (New

York); Cambridge (Mass.) 1967, no. 112, ill.;

Paris 1967-68, no. 256, ill.; Sarasota 1969,

p. [3]; Paris 1976-77, no. 32, ill; Frankfurt

1977, no. 42, ill. p. 91

References: Delaborde 1870, no. 310;

Lapauze 1903, no. 28, ill.; Mourey 1908, p. 6, ill.

p. 7; Prod'homme and Dandelot 1911, vol. 1, ill.

opp. p. 192; La Chronique des arts 1965, p. 54,

fig. 221; Lassus Saint-Genies and Lassus Saint-

Genies 1965, ill. p. 16; Naef 1966 ("Gounod"),

pp. 66—83, fig- T > Waldemar George 1967, ill.

p. 79; Delpierre 1975, p. 24; Naef 1977-80, vol. 5

(1980), pp. 374-75, no. 447, ill.
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165. Madame Franz Adolf von Stiirler, nee

Matilda Jarman

October 1861

Graphite

i2
7/^x ()

1
/^in. (32.J x 23.6 cm), mounted

Signed, dated, and inscribed lower left: a mon

ami / Sturler / J. Ingres / Del. / oct 1861

[for my friend Sturler / J. Ingres / drew (this)

/ October 1861]

Inscribed upper right: MATILDA v STURLER
/NEEJARMAN
At lower right, the Kunstmuseum, Bern,

collection stamp (Lugt 236b)

Kunstmuseum, Bern

Bequest ofAdolfvon Sturler, Versailles A2208

New York and Washington only

N449

This drawing is discussed under cat. no. 154.

Provenance: The same as for cat. no. 154

Exhibitions: Paris 1867, no. 392; London

1878—79, no. 670 [eb]; Versailles 1881, no. 1450;

Basel 1921, no. in; Zurich 1937, no. 232; Lau-

sanne 1953, no. 32, ill.; Biel 1954, no. 3; Win-

terthur 19;;, no. 247; Zurich 1958a, no. B 19;

Paris 1959, no. 178, pi. 7; Bern, Hamburg 1996,

no. 11, ill.

References: Blanc 1870, p. 239; Delaborde

1870, no. 415; Amaury-Duval 1878, pp. 239—40;

Lapauze 1901, p. 250 (known from the list of

works in Ingres's Notebook X); Bern, Kunst-

museum n.d., p. 24, pi. 95; Huggler 1948, ill.

p. 17; Alazard 1950, p. 153, n. 29; Daulte 1953,

no. 30, ill.; Naef 1963 (Sckwei^er Kunstler)

,

pp. 65—73, 81, no. 9, pp. 100-101, fig. 10; Wagner

1974, p. 9, ill. p. 10; Naef 1977—80, vol. 5 (1980),

pp. 378-79, no. 449, ill.; Amaury-Duval 1993,

no. 272
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THE CRITICAL RECEPTION
OF INGRES'S PORTRAITS
(1802-1855)
Andrew Carrington Shelton

Like
so much else in the modern world, profes-

sional art criticism is essentially a nineteenth-

century invention. Although writing on art had

been produced in France since the middle of the

eighteenth century, it was only after 1800 that the prac-

tice became the massively plied and fully professionalized

journalistic activity it has remained to this very day.'

This phenomenon was part of a more general expansion

of the press in the nineteenth century: by 1850 hundreds

of periodicals of every conceivable stripe were being

published in Paris, and a considerable number of these

regularly featured articles on art.
2 Most of this writing

concerned the Salon (fig. 289), the spectacular exhibition

of contemporary art that was held at regular intervals in

Paris and consistently attracted visitors from every level

of society. 3 As a widespread form of popular entertain-

ment—by the 1840s attendance had reached the million

mark4—the Salon was reviewed by nearly every periodi-

cal in the capital, from the most influential political dailies

to obscure and specialized trade journals. The ultimate

result of this ever-increasing publicity was a profound

transformation in the social profile of the artist. Subjected

to the relentless scrutiny of the press in all its guises

—

from Salon reviews to biographical essays to the most

vicious brands of society gossip—the most successful

painters and sculptors, once respected but rather obscure

members of the cultural elite, emerged as full-fledged

media stars.

The growth of professionalized art journalism

affected no artist more profoundly than Jean-Auguste-

Dominique Ingres, the ultimate, perhaps, of nineteenth-

century artistic celebrities. Throughout much of the

painter's sixty-year career, the critics acted and he

reacted. When the press criticized his early submissions

to the Salon, Ingres resolved to live in a state of voluntary

exile in Italy; when the critical climate began to change

with the spectacular success of his contributions to the

1824 Salon, he immediately resettled in Paris, where he

quickly emerged as one of the leading figures in the con-

temporary art world. Ten years later, when faced with

the hostile reception of The Martyrdom ofSaint Sympho-

rian (see pages 286—87; fig. 169), the artist announced his

retirement from public life and returned to Italy as the

director of the Academie de France in Rome.

The vituperative attacks Ingres suffered at the begin-

ning of his career instilled in him a hatred of the press

that would last throughout his life. In 1854 Madame Paul

Lacroix, a friend of the painter and the wife of the famous

art critic known as Le Bibliophile Jacob, reported first-

hand on Ingres's unyielding enmity toward the critics:

"He used to tell me that criticism drove him mad; that he

had been greatly harmed, that his memory was so ran-

corous that it recalled the slightest hostile word written

against him during the past fifty years, that he detested

his enemies, and that it did him good if they suffered

some misfortune." 5 To Ingres, journalists were at best

untalented, irresponsible hacks who whiled away their

time on frivolous pursuits (fig. 290); at worst, they were

Fig. 289. Francois-Auguste Biard (1799-1882). Four 0 'Clock at the

Salon, 1847. Oil on canvas, 2iV
g
x 26 V in. (57.5 x 67.5 cm). Musee

du Louvre, Paris

Opposite: Fig. 288. Detail ofNapoleon Ion His Imperial Throne (cat. no. 10) 497



Fig. 290. The Journalist, 1824—34?. Graphite on paper, 4 x 4^/ in.

(10.2 x 1 j .2 cm). Musee Ingres, Montauban (867.2733)

libelists and rabble-rousers who represented a threat not

only to individual reputations but to the peace and pros-

perity of the nation as a whole.
6

At the same time, however, Ingres clearly understood

the power of the pen. He was not above sending a jour-

nalist a note of thanks for a favorable critique and even,

on several occasions, rewarded writers of especially effu-

sive reviews with a work of art.
7 His most celebrated

portrait depicts one of the most formidable pressmen of

his age, Louis-Francois Bertin (cat. no. 99), publisher of

the immensely influential Journal des debats, in whose

columns Ingres received some of the most laudatory cov-

erage of his career.
8
Thus, the artist's relationship with

the press (and with the public at large, for that matter)

was fundamentally opportunistic: when the critics loved

him, he was perfectly capable of loving them back; other-

wise, he seems to have disdained the entire press corps as

a vile pack of scoundrels.

Criticism of Portraiture in the

Nineteenth Century

It is beyond the scope of this essay to consider the vast

critical corpus devoted to Ingres during his lifetime;9

such an undertaking would not only require a volume all

to itself, it would also be inappropriate in a study of

Ingres's portraiture, which usually received short shrift in

contemporary writing on the artist. This is largely a func-

tion of the academically enforced hierarchy of genres,

which ranked portraiture well below monumental history

painting, the ostensibly most demanding and thus most

venerated picture type during the nineteenth century.

Ingres himself was an advocate (one is tempted to say a

victim) of this way of thinking: he insisted throughout his

career on his status as a history painter and dismissed his

portraits as a chore forced upon him by well-meaning but

misguided admirers.
10 Of course, posterity has inverted

this evaluation; today Ingres is primarily remembered as

one of the greatest portraitists of all time, and few are the

twentieth-century viewers who do not wish he had

expended more energy recording the likenesses of his

contemporaries and less time plying the increasingly

moribund trade of the history painter—a reevaluation of

the artist's achievement that actually began to emerge

during his own lifetime.

Nineteenth-century notions of what constituted a

great portrait were not so different from those of today.

Likeness, both physical and spiritual, was fundamental

for most critics, yet success on this count did not in itself

make a portrait worthy of public exhibition. In fact, much

of the critical commentary on portraiture in the nine-

teenth century takes the form of attacks on the genre's

LK SALON DE 1837 7

-C'esltontd'meme flatleur tl'avoir sonp»rtrait a l'exposilioa.

Fig. 291. Honore Daumier (1808-1879). Le Salon de iS5y. "All

the same, it's flattering to have one's portrait in the exhibition."

Lithograph. Bibliotheque Nationale, Paris
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increasing dominance at the Salon. The reaction of

Charles Ballard, critic for Le Petit Poucet in 1833, is typi-

cal: "It is raining portraits at the Salon; all the rooms are

flooded with them; everyone has his portrait, every artist

has painted his own. It is an epidemic, an endemic, an

infection."
11 The prominence of portraits at the Salon was

interpreted as an indication both of the decadence of

modern art—the fact that artists either could not or

would not apply themselves to the more difficult (and

generally less remunerative) categories of art making

—

and of the vanity of that ever-widening segment of the

population which derived undue pleasure from seeing

their likenesses displayed at the Salon (fig. 291). The only

portraits worthy of public exhibition, most critics agreed,

were those that represented famous individuals or demon-

strated exceptional aesthetic merit. Simple fidelity to the

sitter—just any sitter—was not enough.

Like every other aspect of the critical discourse on art

in the nineteenth century, the discussion of portraiture

was politically fraught. Undoubtedly one of the reasons

critics favored the display of portraits of government

officials and other prominent public figures over those of

private individuals was that the former afforded them the

chance to render their opinions on political as well as aes-

thetic matters.
12 Many reviewers also extended this pre-

rogative to encompass the assessment of the legions of

anonymous portraits on view at each exhibition, ruminat-

ing provocatively on such nonaesthetic issues as class,

gender, race, and ethnicity.' 3 Indeed, the critical attack

on the prominence of portraiture was part of a larger

sociological discourse aimed at challenging, or at least

disparaging, what was perceived to be the mounting

political and cultural hegemony of the bourgeoisie. Such

attacks were often blatantly politicized. An anonymous

critic for the right-wing legitimist journal La Mode, for

instance, seized upon the profusion of portraits at the

1833 Salon as an opportunity to malign not only the artis-

tic policies of the newly installed Orleanist regime but

also the vulgar tastes and pretensions of those who

allegedly had brought it to power:

Here are the arts today as the revolution [of 1830] has

made them for us; here they are in all the splendor con-

ferred on them by the munificence of the civil list, the

enlightened taste of the citizen-king, and the patronage

of M. d'Argout . . . Painting has fallen back this year on

the genre picture and on the portrait. . . . The rue Saint-

Denis has invaded the Louvre; private life has taken

over the Salon. Here are the landlords in profile, the

manufacturers looking you squarely in the face, the

candlemakers in full sergeant-major's dress, with their

Legion of Honor crosses, rendered at their request very

large and very conspicuous.' 4

Ingres's portraits were by no means immune from this

sort of banter. For even though the sheer prominence and

authority of his creative personality generally ensured

that critics remained focused on aesthetic issues, social

and political concerns were never very far from their minds.

The present discussion will concentrate on several

key moments during Ingres's career in which his

engagement with portraiture was particularly crucial to

the formation of his critical personae: the Salons of 1806

and 1833, the Bonne-Nouvelle exhibition in 1846, and

the Exposition Universelle in 1855. Its primary aim will

be to establish the general outlines of how the artist's

critical reputation evolved over time, rather than to

engage in detailed analyses of individual texts.'
5

The Salon of 1806

Although Ingres had established his credentials as a

promising history painter by winning the prestigious Prix

de Rome in 1801, it was with a single portrait of a woman

that he made his public debut at the Salon of 1802.
16 The

critics were unimpressed: "Readers, spare us this one,"

remarked the only reviewer who bothered to comment

on this now-unidentified canvas, "we can find nothing to

say. . .

."' 7

Determined to make the public take notice, Ingres sent

no fewer than four works to the 1806 Salon, all of them

portraits: Madame Riviere (cat. no. 9), Mademoiselle Riv-

iere (fig. 58), a self-portrait (cat. nos. n, 147),
18
and the

monumental Napoleon I on His Imperial Throne (cat. no.

io, fig. 288).

'

9 Not surprisingly, the critics' attention was

focused squarely on the last canvas, a painting Ingres

may well have undertaken without an official commission

as a means of making a name for himself.
20

If so, the gam-

bit was only partially successful: although he managed to

capture the critics' attention with this work, they had

almost nothing good to say about it. Chief among the

problems cited were its strange stylistic archaisms— its

unrelieved frontality and forced symmetry; its lack of

conventional modeling and its bizarre, "lunar" lighting;

its indiscriminate detail and unrelenting surface realism.

According to most critics, Ingres had purposely rejected

the officially sanctioned art-historical prototypes of

the sixteenth and seventeenth centuries in a misguided

attempt to "make art regress" by imitating crude Gothic

medallions and the uncouth daubings of "Jean de Bruges"
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(Jan van Eyck).
21 The outraged response of Comte

Frederic de Clarac, archaeologist and art connoisseur,

who reviewed the Salon of 1806 for the Annales litteraires

de I'Europe, is typical:

Is it not too bizarre an idea to want to revive the old,

stiff, and awkward manner of the Early Renaissance

painters? This is what M. Ingres is doing: he affects a

great severity of pose and design, and he takes for

grandeur what is in fact nothing but manner The

portrait of the Emperor by this painter seems to have

been done after a Gothic medallion; he is laden with a

quantity of draperies that give no hint that there might

be a body underneath, and the head seems to have

been set on cushions.
22

No less remarkable than the vehemence of the critical

attack on Ingres's painting is its uniformity. Neither aes-

thetic creed nor political affiliation colored the critics'

response to any appreciable degree: they all hated it,

thoroughly and unequivocally.
23

The reviewers' disdain for Ingres's picture was ren-

dered all the more acute by their general enthusiasm for

another portrait of the emperor in coronation robes

exhibited at the same Salon (fig. 68). This painting by

Robert Lefevre, a fashionable but completely conven-

tional portraitist in the tradition of David, offered all the

visual tricks and formal devices that one expected to find

in an official, grand-manner portrait: a confident, dynamic,

hand-on-hip pose; a carefully coordinated set of sumptu-

ous props and accoutrements that worked to enframe

rather than compete with the main figure; and, most

important perhaps, an expertly rendered illusion of deep,

three-dimensional space. Such conventional merits on the

part of Lefevre only heightened the critics' awareness of

Ingres's deviancy and their tendency to regard him as an

impudent novelty seeker.
24

This notion of Ingres as one who was more interested

in gaining attention than in making genuinely beautiful

works of art informed the critics' reception of his other

contributions to the Salon of 1806 as well. The self-

portrait (cat. nos. 11, 147), for instance, was maligned for

what many reviewers took to be a pretentious display of

coloristic asceticism. "A painter, with a head of stiff, black

hair, is silhouetted against a large white canvas; the artist,

dressed in black with a white redingote, wipes with a

very white handkerchief; this makes an effect of white on

white."
2
' Such was one pamphleteer's satirical assessment

of the monochromatic canvas. For other reviewers, it was

not so much the painting's formal qualities that were
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objectionable but rather its trumped-up emotional con-

tent. Thus, an anonymous critic for the conservative

Mercure de France ridiculed the artist's "dark and wild

expression" and joked that the voluminous drapery thrown

over his shoulder "must inconvenience him mightily in

the heat of composition and in the kind of crisis that his

genius seems to be undergoing."
26

Ingres's two female portraits scarcely fared better.

Reviewers deemed the portrait of Madame Riviere (cat.

no. 9) to be marred by many of the same stylistic peculiar-

ities as the self-portrait. They were particularly disturbed

by the painting's attenuated color scheme and lack of con-

ventional chiaroscuro. Clarac, for instance, complained that

the figure was "painted without shadows and so enveloped

in draperies that one spends a long time in guesswork

before recognizing anything there."
27 Another reviewer

caricatured the painting as "a lady all in white, white

shawl on a white dress, head and arms white mixed with a

little pink."
28
Yet here again, it was not only the form of

the painting that the critics found disturbing. Pierre

Chaussard, one of the most formidable critics in Paris and

author of a 533-page review entitled Le Pausaniasfrancais,

objected to Ingres's excessively sensual characterization of

the sitter
—

"a lady," the writer indignantly remarked,

"whom we know to be a model of grace and decency." 29

Surprisingly, critics were more forgiving before the

portrait of Madame Riviere's thirteen-year-old daughter.

"People are not stopping often enough before the portrait

of a young person ... in which the defects of the manner

adopted by the artist are much less obvious than in his

other works," the politically and aesthetically conserva-

tive Jean-Baptiste Boutard observed in his important

review for the Journal de VEmpire?
0
Chaussard concurred

but seemed to attribute this improvement in quality

more to the sitter than to the artist. "The subject should

have inspired him," he grumbled, "a lovely young

person . . . fresh as a rosebud, who seems to call for the

brush of Correggio." 31 Thus, the undeniable charm of

Mademoiselle Riviere seems to have blinded the critics to

Ingres's stylistic archaisms, which most viewers since

1806 have found to be more pronounced in this portrait

than in that of the adolescent's mother. The irony of this

situation was not lost on Ingres. "Imbeciles," he later

exclaimed of the critics' preferences for Mademoiselle

Riviere, "you praise that which, of all my works, I believe

leaves the most to be desired in terms of achieving the

sublime beauties that this age and this sex demand." 32

Having left for Rome just days before the opening of

the 1806 Salon, Ingres was not in Paris when the critical



returns began to come in. When word of the fiasco

reached Italy, the artist was stunned. "So the Salon is the

scene of my disgrace?" he asked in a plaintive letter to

Pierre Forestier, the father of his current (and soon-to-be

former) fiancee. "Am I changed overnight from a distin-

guished painter into a man whose works cannot be

looked at?" 53 It did not take long for his shock to turn

into defiance: "Yes, art really needs someone to reform

it," he later proclaimed in response to the accusation that

he was attempting to overturn the reigning aesthetic order,

"and I should really like to be that revolutionary." 34 Ingres

thus took the critics' bait, fashioning himself into an

unjustly persecuted genius whose works could not possi-

bly be understood by the philistine masses. Such an

oppositional stance was difficult to maintain, however,

for his thirst for conventional success
—

"I am devoured

by ambition" 35—was almost as strong as his desire to

remain true to his artistic ideals.

Ingres ultimately refused to compromise, though. As a

result, his paintings met with more than a decade and a

half of unrelenting critical animosity. When he next sub-

mitted works to the Salon, in 1814 and 1819, the same

charges were mechanically repeated by the critics

—

Ingres was a willfully crude, gauche renegade intent on

pushing art back to some semibarbaric medieval or Early

Renaissance phase.'
6

The critical tide finally began to turn in Ingres's favor

in 1824, when he exhibited The Vow ofLouis XIII (fig. 146)

at the Salon. Although this work—the first of his monu-

mental history paintings to be publicly shown in Paris

—

was by no means universally acclaimed, it did prompt the

critics to take a fresh look at the artist, and what they

found, for once, was far from Gothic. For here it was evi-

dent that one of the most venerated masters in art history,

Raphael himself, had usurped "Jean de Bruges" and the

other "primitive" artists as Ingres's principal source of

pictorial inspiration.'7 While the critics generally appre-

ciated this switch, several alleged that Ingres had been

overzealous in his wholesale appropriation of his new

idol's style.
,s
This charge, which would plague Ingres for

the rest of his career, failed to bring him down in 1824,

however. His new, Raphaelesque manner earned him not

only the officer's cross of the Legion of Honor but a seat

in the Institut de France as well.

What little critical commentary there was on the only

portrait Ingres exhibited in 1824, the Baron de Montbreton de

Norvins (cat. no. 33, fig. 292), suggested that all the

artist's works would benefit from his enhanced stature

CRITICAL RECEPTION (1802-1855) 5
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Fig. 294. Balthasar Denner (1685-1749). An Old Woman, 1724. Oil

on copper, 15 x 12'/ in. (38 x 31 cm). Musee du Louvre, Paris

Fig. 295. Detail ofLouis-Francois Benin (cat. no. 99)

as a history painter. 39 "It is nothing but a very simple

portrait," Etienne Delecluze, recently appointed art critic

to the powerful Journal des debars, noted approvingly,

"but in the energy of the design and modeling, in the

expressive power that the artist has concentrated in the

face, in the calm and grandeur that reign in the disposi-

tion of the lines and the light, one recognizes the work of

a man who can truly be called a history painter."
40

Initiat-

ing a rivalry that would continue for the next thirty years,

Delecluze went on to oppose Ingres's portrait with

Horace Vernet's hastily executed likeness of King

Charles X, which was also on display at the 1824 Salon

(fig. 293). The resulting contrast encapsulated for Dele-

cluze the essential stylistic rift characterizing the contem-

porary school: "From this comparison, I conclude that

these able painters have given us, each with his talents, an

excellent work in what we have called the Homeric style,

by M. Ingres, and a very fine picture in the Shakespearean

genre, by M. Horace; that one seeks the probable, the

other admits nothing but the real; that M. Ingres will have

as admirers only a small number of connoisseurs, while

M. Horace's new creation will have a popular success."
41

Thus, Ingres is depicted—in what will become his famil-

iar art-historical guise—as the champion of an ideal,

elitist classicism (Delecluze's "Homeric style") in oppo-

sition to the naturalistic, crowd-pleasing Romanticism

("the Shakespearean genre") of Vernet.

Ingres's reputation as a classicist was not so rigid in

1824 as to prevent reviewers of a different aesthetic per-

suasion from embracing his work. Stendhal, Delecluze's

most formidable opponent in the critical debates over the

1824 Salon, was equally enthusiastic about Ingres's por-

trait but on radically different grounds. For him it was

not "the grand, elevated, and simple style"
42

that pro-

vided the work's main appeal but rather its expressive

force, virtuoso handling of light and shade, and bold color

contrasts. "What audacity in this century, when timidity

has killed color, to make the figure of the individual stand

out against a red background," 43 he exclaimed. Stendhal

went on to proclaim Ingres a superior portraitist to both

the school of David and the English Romantics and

expressed the desire to see "a multitude of very fine por-

traits" from the artist's hand at the next exhibition. 44

The Salon of 1833

While Ingres did exhibit two portraits at the Salon of 1827

(see cat. nos. 97, 98),*' their presence was overshadowed
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by the unveiling of what would come to be regarded as

his principal achievement in monumental history paint-

ing, The Apotheosis ofHomer (fig. 315). After completing

this canvas in record time, Ingres turned to the other and

far more troublesome subject painting then on his easel,

The Martyrdom ofSaint Symphorian (fig. 297), which had

been commissioned by the government in 1824 but would

not be ready for public inspection until the fateful Salon

of 1834. In the meantime, it was exclusively as a por-

traitist that Ingres appeared before the public: in 1833 he

sent two works in this genre to the Salon, the recently

completed portrait of Louis-Francois Bertin (cat. no. 99,

fig. 295) and that of Madame Duvaucey (fig. 87), which

had been executed more than a quarter of a century ear-

lier in Rome. 46

Given Ingres's pretensions as a history painter, it is

ironic that he achieved his first real popular success in

1833 as a portraitist. The primary catalyst behind this out-

burst of public enthusiasm was the mesmerizing illusion-

ism of Monsieur Bertin. The crowd "allows itself to be

captivated by the charm of truthfulness," a somewhat

bemused and condescending Gustave Planche reported

in his review for the highbrow intellectual journal Revue

des deux mondes. "It studies, as best it can, the details of

the head, rendered with such prodigious insight; it exam-

ines attentively, with an almost childish glee, the realism

of the fabrics, the thrust of the armchair; it goes into

ecstasies before the pose, so simple and so forceful at the

same time; it never tires of gazing avidly at the eyes and

lips so full of the powers of sight and speech." 47 A few

critics responded enthusiastically to the portrait's illu-

sionism as well. "It is impossible to take truthfulness any

further," an anonymous reviewer for L 'Artiste marveled.

"This is ... a portrait in flesh and bone, a portrait that

walks and talks."
48

Other reviewers, less enamored with the sheer verac-

ity of the painting, accused Ingres of indulging in a brand

of vulgar illusionism that was unworthy of High Art.

Writing for the posh literary and artistic journal L 'Europe

litte'raire, the liberal critic Louis de Maynard complained

that the painting constituted "a minute and microscopic

study" that had more to do with the hyperrealistic

"curiosities" of the obscure eighteenth-century German

painter Balthasar Denner (fig. 294) than with the sublime

productions of Ingres's self-proclaimed hero, Raphael.49

He went on to debunk the painting's vaunted expressive

veracity by portraying it as the result of a kind of farcical

standoffbetween the artist and his model over who could

endure the most sittings. "On this subject," he reports,

"here is the painter's most fitting comment to his model:

'Sir, I am tiring you'; and the model's possibly sublime

response: 7 defyyou to do so.""'
0

Surprisingly, it was not so much the eye-popping illu-

sionism ofMonsieur Bertin that dominated the critical dis-

course but rather the manner in which the portrait was

deemed to express what was quickly emerging as Ingres's

alleged "system" of art making. Most reviewers agreed

that the work exemplified the painter's justly celebrated

draftsmanship; indeed, by 1833 the perception of Ingres

as "the god of drawing" had already become something

of a critical cliche. 5 ' There was a downside to this repu-

tation, however, as critics began to contrast Ingres's

excellence as a draftsman with his alleged failings as a

colorist. They were nearly unanimous in condemning the

uniformly dull tonalities of Monsieur Bertin, particularly

in the flesh, which many characterized as lifeless and

leaden.
52

Finally, with regard to the third major element

of Ingres's personalized aesthetic "system"—his pro-

grammatic imitation of Raphael—reviewers continued

to complain that the painter depended more on art-

historical precedents than on nature for inspiration.

"M. Ingres is copying itself," Maynard proclaimed,

succinctly expressing the opinion of many of his anti-

ingriste colleagues. 55

The critics' insistence on assessing Monsieur Bertin as

an exemplar of a unified theory of art making seems to

have been motivated less by the qualities of the portrait

itself than by growing concerns over Ingres's influence in

the contemporary school. By 1833 Ingres had emerged as

a formidable chefd'ecole, presiding over one of the largest

and most important teaching ateliers in Paris. 54 The aes-

thetic principles believed to be embodied in his paintings

therefore became a matter of potentially national con-

cern— all the more so given the persistent, if ultimately

unfounded, rumors that Ingres was seeking the position

of First Painter to the King. 55 This prospect scandalized

many critics, who shared the fears expressed by the

anonymous reviewer for Le Constitutionnel: "M. Ingres is

exclusive, there is no harm in that, so long as this exclu-

sivity shows itself only when the brush is in his hand. But

what will happen if M. Ingres is consulted by those with

the power to reward and encourage? Everything that

offends M. Ingres's susceptibilities will be banned.

"

5<s

The specter of an ingriste dictatorship seems to have

kept discussion ofMonsieur Bertin focused on the aesthetic

ambitions of the artist as opposed to the professional or

political agenda of his famous sitter. Inevitably, however,

references to the journalist's career did impinge upon
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the critical assessment of the painting. An unabashedly

adulatory review in L'Artiste, for instance, hailed Bertin

as the father of French journalism, the "distinguished

man who has single-handedly created the entire political

press." 57 Of course, not everyone was so impressed. An

anonymous critic for the Messager des dames offered what

was clearly meant to be a facetious description of Bertin as

the "most skillful defender of the present government"

and mockingly congratulated this "advocate of the juste-

milieu" for having procured "a painter of thejuste-milieu"

to execute his portrait. 5 The antigovernment sentiment

intimated here was more fully articulated in the virulently

oppositional satirical paper Le Charivari. On May 15

the paper published a caricature of Ingres's painting reti-

tled "M. Betin-le-Veau" ("M. Betin the Clod"; fig. 296);"

in the accompanying article, Bertin is vilified as the

embodiment of "the prostitution of the press," just as the

regime to which he catered is demonized as "parliamen-

tary prostitution."
60

Although the bulk of the critical attention in 1833 was

directed toward Monsieur Bertin, the portrait of Madame

Duvaucey was by no means overlooked. Some critics, in

fact, expressed a preference for the earlier portrait,
6

' the

M! E1ETIIN- JJK-VEAIT.

Fig. 296. Unidentified artist. M. Betin-k- Veau. Le Charivari,

May 15, 1833

most ardent being Theophile Gautier, who flatly pro-

claimed it the most beautiful thing in the exhibition. In so

doing, Gautier seems to have been making a conscious

break with accepted critical opinion on Ingres, defiantly

celebrating exactly those elements in Madame Duvaucey

that the majority of his colleagues found most objection-

able. Thus, while the old charges of "Gothicism" were

leveled against the portrait,
6z

Gautier lauded its archaistic

simplicity: "There is in this portrait such a sanctity of

line, such a religion of form in the smallest details, its exe-

cution is so primitive, that one finds it extremely hard to

believe that it was painted at the height of David's reign,

twenty years ago."
6

' Similarly, while many of his col-

leagues found the figure lacking in vibrant color and in

relief,
64 Gautier reveled in its pale tonalities and subtle,

attenuated modeling: "The entire head lives and moves,

and does so without the benefit of color, with a simple

local tone skillfully graduated according to the forms and

the movement; for our part, we greatly prefer this to the

multicolored knitwear with which the school of Gros

clothes its figures, and it seems to us indisputably truer to

life and more appealing to the eye."
6

'

At the Salon of 1834, Ingres attempted to follow up on

his success of the previous year by reappearing in the

guise of a history painter. The results were disastrous, as

the long-awaited Martyrdom ofSaint Symphorian (fig. 297)

was pilloried in the press, particularly by liberal critics,

who seemed more determined than ever to prevent the

artist from erecting his colorless, retrogressive system

into the new aesthetic order of the day.
66 The only other

painting Ingres exhibited at the Salon of 1834, the eleven-

year-old portrait of Madame Leblanc (cat. no. 88), was

no less viciously attacked. Outcries over the work's

anatomical irregularities were added to the usual com-

plaints that its figure was flat and colorless, and, as so

often in the nineteenth century, such commentary quickly

degenerated into the crudest parody. "I cannot believe,"

the virulently antiacademic A.-D. Vergnaud remarked,

"that this monster, lacking the upper part of her head,

with orbicular eyes and sausagelike fingers, is not the dis-

torted perspective of a doll, seen too close and reflected

on the canvas by several curved mirrors, with no sense of

the whole in each of its details."
67

Faced with such hostility, Ingres resolved to abandon

his thriving atelier in Paris and return to Italy as the

director of the Academie de France in Rome. Before this

departure, which was meant to signal the end of his pub-

lic career, he renounced all pending official commissions

and declared that he would never again exhibit at the
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Fig. 297. The Martyrdom

of Saint Symphonan,

1834 (W212). Oil on

canvas, 13 ft. 4 in. x u ft.

i
1/ in. (407 x 339 cm).

Cathedrale Saint-Lazare,

Autun

Fig. 298. Bertall (1820-

1882). "Fragment du mar-

tyr de saint Sympkorien,

parM. Ingres" (Fragment

of "The Martyrdom of

Saint Symphorian," by

M. Ingres). LeJournal

pourrire, December 1,

,8 55

Fragment da martyr de taint Sym-

phorlen , par M. Ingres.

Salon. His resolve with regard to the latter declaration

was tested in the spring of 1835, when he refused to sub-

mit his latest production, a portrait of the prominent

Orleanist statesman the comte Mole (fig. 158), to the 1835

Salon. The artist had not, however, completely forsaken

the public, for in November 1834 he had placed the por-

trait on display before a limited audience in his studio.

This became the first of a series of relatively exclusive but

well-publicized studio exhibitions in which Ingres intro-

duced his works to the public.
69 Most of these featured

portraits: Chembini and the Muse ofLyric Poetry (fig. 221)

and the Due d 'Orleans (cat. no. 121) were exhibited in the

spring of 1842;
70

the Baronne de Rothschild (cat. no. 132)

in August 1848;
7

' the earlier Madame Moitessier (cat. no.

133) and probably Madame Gonse (fig. 208) in January

1852;
72

the first Lorenzo Bartolini (fig. 53), Madame

Moitessier (again), and the Princesse de Broglie (cat. no. 145)

in December (854;
75 and finally, Madame Ingres (fig. 213)

in July 1864.
74

The Bonne-Nouvelle Exhibition (1846)

Although Ingres persisted in his avoidance of the Salon

for the final thirty-three years of his career, the public

was afforded several opportunities to view his works in a

setting other than his studio. The first such occasion came

in January 1846, when the artist reluctantly agreed to par-

ticipate in a vast historical survey of French painting

since the end of the eighteenth century. This exhibition,

one of the first of its kind ever organized in France, was

staged in a commercial gallery situated within a chic

shopping complex at 22, boulevard Bonne-Nouvelle.

The potentially compromising air of commercialism

imparted by such a locale was mitigated by the exhibi-

tion's status as a charitable event for the eminently

respectable Societe des Artistes Peintres, Sculpteurs,

Architectes et Dessinateurs75 and by the fact that the

works on display were not for sale (at least not overtly)

but had been borrowed from some of the most presti-

gious private collections in France. Despite these cir-

cumstances, Ingres initially balked at the prospect of

displaying his works in such a "bazaar,"
76

relenting only

when it was agreed that his canvases would be physically

separated from all the other works on display. His sub-

missions to the Bonne-Nouvelle exhibition were thus

grouped together in a small alcove separated from the

rest of the gallery by a large curtain (fig. 299). Ingres's

similar demands on the organizers of the Exposition Uni-

verselle nine years later suggest that it was not so much

public exposure he objected to after 1834 but rather the

potentially incriminating juxtaposition of his works with

those of his ostensibly less talented colleagues.

The eleven paintings that Ingres contributed to the

Bonne-Nouvelle exhibition constituted something rarely

experienced by art lovers in early-nineteenth-century

France—a single-artist retrospective. 77 The canvases,
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Fig. 299. View of the Ingres installation at the Boulevard Bonne-

Nouvelle, Paris, 1846.VIllustration, February 14, 1846

which ranged in date from Oedipus and the Sphinx of 1808

(fig. 82)
78

to the celebrated portrait of the comtesse

d'Haussonville of 1845 (cat. no. 125),
79 appear to have

been carefully chosen to summarize the first four decades

of Ingres's career. Although modest by the standards of

twentieth-century blockbusters, the resulting display came

as a total revelation to contemporary critics. "Never was

an exhibition as favorable to M. Ingres as this one," the

former Napoleonic soldier turned art critic Auguste Jal

exclaimed, "the reason being that there has never been

such an opportunity to study and understand him, since

never before have such a large number of his finest works

been seen together."
80 Even Baudelaire, whose review

of the Bonne-Nouvelle exhibition for Le Corsaire-Satan

was sarcastically entitled "The Classical Museum" ("Le

Musee Classique"), seemed impressed with Ingres's

novel multiwork display: "In a special room M. Ingres

proudly displays eleven pictures, that is to say, his whole

life, or at least samples of each period—in short, the

entire Genesis of his genius."
8 '

Three of the eleven works by Ingres in the Bonne-

Nouvelle exhibition were portraits: Monsieur Benin

(cat. no. 99), the Comte Mole (fig. 158), and the Comtesse

d'Haussonville. Their simultaneous display prompted

new insights on the part of the critics, whose previous

preoccupation with the artist's style—and with the impli-

cations of the dissemination of that style for the future of

the French school—had tended to override considera-

tions of his involvement in individual genres. In 1846

reviewers began to seriously consider Ingres's talents as a

portraitist per se. Leading the discussion was the artist's

own pupil and eventual biographer, Amaury-Duval,

whose critique centered on the elevation of the imagina-

tive aspects of portraiture over its purely mimetic compo-

nents. "M. Ingres's portraits, like those of all the great

masters, are not materialistic and petty-minded imitations

of nature," Amaury-Duval contended:

Indeed, if the painter's objective were a literal reproduc-

tion ofwhat was before his eyes, this would implicitly

concede that the daguerreotype was the most perfect

expression of art. The portrait, if the masters are to be

believed, is nature interpreted. These geniuses of paint-

ing are the commentators who elucidate with a personal

eloquence the open book before us and who make us

contemplate beauties under an aspect that reveals the

depth of their intelligence.
81

While Amaury-Duval may at first seem to be offering

a rather conventional apology for a genre that had long

been disdained as a mimetic, mechanical art form, he is

ultimately interested in establishing more than the imagi-

native faculties of the portraitist. He believes that a truly

great portrait must not only transcend the precise repro-

duction of the model's physical and even spiritual

makeup, but it must also convey something of the unique

aesthetic sensibility of the individual who created it:

Each painter has a different eclecticism, an eye that is

his own, with the result that there are as many kinds of

portraits as painters and that the same model can be

presented under as many guises as there are artists, all

dissimilar among themselves, yet all to the same extent

true. What is peculiar to the masters is that they impose

on us their manner of seeing nature: the aspect that

your unpracticed eye was unable to find, they reveal to

you in a flash.
83

Ingres's portraits fulfilled all these requirements so per-

fectly that whenever Amaury-Duval encountered one of

his master's models, he was tempted to declare that,

"reversing the order of things," the sitter resembled his

or her portrait.
84

Amaury-Duval's contention that Ingres's portraits

were fundamentally more about the portrayer than the

portrayed informs other reviews of the Bonne-Nouvelle

exhibition as well, particularly those dealing with the

outrageous anatomical distortions that had long been

recognized as one of the most troubling aspects of the

artist's paintings. In 1846 such discussions focused on the
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portrait of the comtesse d'Haussonville (cat. no. 125, fig.

300), whose arms were widely perceived as being out of

proportion with the rest of her body. While most review-

ers regarded this detail as a simple mistake,
8
' a few began

to perceive that such obvious departures from objective

reality manifested a conscious aesthetic choice on the part

of the artist. Jal, for instance, contended that the excessive

length of the countess's right arm was an "error" that "M.

Ingres has probably intended." Explaining this detail as a

virtuoso demonstration in foreshortening, he concluded

that the resulting fault in proportion
—

"however shock-

ing it may be"—must ultimately be forgiven.
86 The critic

and arts administrator Frederic Bourgeois de Mercey

likewise pointed to the countess's meaty appendages as

examples of the "bizarreness in drawing" that character-

ized Ingres's portraits and concluded that they should be
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regarded as "something wholly other than imperfections."
87

What is beginning to emerge here is an essentially mod-

ern (and modernist) appreciation of Ingres's paintings as

objects whose ultimate referent was not optical reality but

rather the unique aesthetic sensibility of the artist himself.

Instead of lamenting the painter's departure from visible

truth, such critics as Amaury-Duval, Jal, and Mercey

were beginning to appreciate—however tentatively in

the case of the last two—the formal quirks and visual

disjunctions of Ingres's paintings as essential components

of his creative genius.

The tendency in 1846 to read Ingres's portraits pri-

marily as testaments to his aesthetic individuality is in

keeping with the general drift of the critical discourse on

the artist after 1834. Even though reviewers had always

been concerned with Ingres's stylistic peculiarities as the

manifestation of a special, even eccentric, artistic sensibil-

ity, until 1834 their principal task had been to situate his

achievement within the context of the nation's cultural

development as a whole. After Ingres's abandonment of

the collective, national space of the Salon for the private

space of the atelier and the single-artist retrospective, this

connection between his works and the larger social, cul-

tural, and economic contexts in which they were gener-

ated appeared to grow more and more tenuous.
88
Thus, it

was not a collection of diverse, disconnected canvases

created at different times and for various purposes that

the critics encountered on the boulevard Bonne-Nouvelle

but rather a representative sample of a unified whole—an

assemblage of intimately related, mutually reinforcing

pictures that together provided an accurate representa-

tion of a particular artistic life.
8'

In the end, it was the portraits that most consistently

interfered with the illusion of Ingres's works as more or

less direct emanations of his own particular aesthetic sensi-

bility. For even though critics like Amaury-Duval insisted

on the actively creative as opposed to the passively

mimetic character of the master's portraits, their emphatic

referentiality to the world outside the cloistered, privatized

space of the atelier and single-artist exhibition ensured that

the social and political implications of Ingres's picture

making did not completely disappear as critical issues.

In 1846 this is demonstrated most clearly by the

reviewers' insistence on reading Ingres's portraits as

emblems of social class. It was they, for example, who

popularized the emphatically sociological reading of

Monsieur Benin as an icon of the newly empowered mid-

dle class. Anticipating Manet's much-quoted description

of the journalist as the "Buddha of the bourgeoisie

—

affluent, satiated, triumphant," 90 Charles Ver-Huell,

critic for L'Esperance, hailed Ingres's portrait as "the

apotheosis of the plebeian." 9 ' It was, however, an anony-

mous reviewer for the Journal des artistes who provided

the most considered analysis of the social significance of

Ingres's three portraits on the boulevard Bonne-Nou-

velle. He too described Bertin as the very personification

of the level-headed bourgeois
—"a thinker, a philosopher,

a wise politician, a courageous citizen who always con-

fronted the turmoil of political passions with firmness and

integrity."
92 This critic then proceeded to contrast the

direct, unembellished portrait of Bertin to that of the ele-

gant, refined Mole, whom he regarded as epitomizing the

honorable and conscientious aristocrat, "the heir of some

fine name who has a wonderful understanding of all the

responsibilities bequeathed by his forefathers and who

always knows how to discharge them." 93 Displayed side-

by-side, these two portraits constituted "an admirable

resume of the principles of the revolution of 1789: the

new man and the gentleman of old, the descendant of

Mathieu Mole and the creator of a race that was yester-

day unknown, walking in step and placed by their high

abilities in that sphere which unites every feeling of

respect and gratitude due to those who serve their coun-

try with all their mental powers." 94 Thus, Ingres's two

male portraits functioned not simply as icons of class dif-

ference but also offered poignant evidence of the social

harmony and reconciliation that allegedly existed under

the rubric of a modern, meritocratic regime.

The Comtesse d'Haussonville (cat. no. 125) was not

exempt from this sociological discourse. The conservative

Catholic critic Charles Lenormant regarded the painting

of the beautiful young countess as evidence of the aristoc-

racy's induction into the modern meritocracy alluded to

by the critic of the Journal des artistes: "At the sight of

Mme la comtesse d'Haussonville's portrait, is it not imme-

diately apparent that despite every possible right to figure

in the most exclusive society, politics have caused her to be

born and to live in a world that respects the empire of

ideas more than the tyranny of rank?" 95 For the critic of

the Journal des artistes, the portrait functioned somewhat

differently—as a potent reminder of the inevitable perpet-

uation of class distinctions in modern, post-revolutionary

society. "Do you think she was born in some suburb?

Behind some shop counter?" he asked rhetorically. "No

doubt as much beauty can be found in every class ofsociety,

but not this patrician elegance, this delicacy, this polish,

which only birth or education imprints on the natures of

the elite."
96
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Many reviewers found Ingres's evocation of the

comtesse d'Haussonville's social class less engaging than

his characterization of her gender. The painting, most

agreed, positively breathed feminine grace and elegance.

Several went so far as to term the countess coquettish,97

while the reviewer for the Fourierist Democratic pacifique

interpreted the placement of her right arm as Ingres's del-

icate way of indicating that she was pregnant! 98
Still oth-

ers focused on the portrait's elaborately wrought interior

setting as the most potent signifier of the countess's

exquisite femininity. "Nothing is more gracious than this

portrait of an elegant, witty woman, represented in the

midst of the myriad objets d'art or curios that make up her

feminine world and in which the delicacy of her taste is

expressed," a seemingly smitten critic for the right-wing

Quotidienne proclaimed. 99 Such an association of the

props and accoutrements in Ingres's portrait with a spe-

cifically "feminine world" reflects the emergence in

France during this period of a consumerist culture largely

dominated by women. As the century progressed, eco-

nomically empowered middle- and upper-class females

increasingly based their identity not so much on who

they were or what they did but rather on how they spent

their money. 100 And while the portrait of the comtesse

d'Haussonville is exceptional in Ingres's oeuvre for the

sheer extent of its accessorizing,
101

his subsequent por-

trayals of socially prominent women evince an ever-

increasing fixation on elements of costume and jewelry

(see, for instance, cat. nos. 133, 134, 145). Not everyone

welcomed this development. "M. Ingres is ill adapted to

these trifles," the radical republican critic Theophile

Thore complained with regard to the profusion of femi-

nine accessories in the Comtesse d'Haussonville -

102
Some-

what more playfully, the anonymous reviewer for the

deluxe illustrated magazine L 'Illustration characterized

the inclusion of the countess's reflection along with that

of her "coquettish entourage" in the mirror over the

mantelpiece as Ingres's concession to the vanity of his

beguiling sitter: "What would a man not do to satisfy the

whims of a pretty woman?" 103

The Exposition Universelle (1855)

Almost a decade passed before the general public was

afforded another opportunity to judge Ingres's talents as

a portraitist.
104 When the Exposition Universelle opened

its doors on May 15, 1855, he was one of four French

painters (the others were Vernet, Delacroix, and Decamps)

who had been invited to stage a multiwork retrospective

for this massive international exhibition.'
05 His sixty-nine

works, arranged in a gallery specially set aside for the

purpose (figs. 301, 302),

'

oS
constituted a spectacular

return to the public sphere and provoked a torrent of

opinion in the press. Undoubtedly dreading this critical

onslaught, Ingres fled the capital only days after the exhi-

bition opened, taking refuge in his new country house in

Meung-sur-Loire.
107 He was probably wise to do so, for

despite the praise lavished on his works by the ingriste

party faithful, the Exposition did not generate the kind of

universal adulation it has generally been credited with in

the art-historical literature. The artist's detractors (and

there were many in 1855; see figs. 298, 303) were pressing

at the gate, anxious to render their opinion on what many

regarded as the most outrageously inflated artistic reputa-

tion of the century.

The general themes of the critical discourse on Ingres

in 1855 remained what they had been for the past several

decades.
108

Die-hard traditionalists hailed him as the

keeper of the classical flame, while liberal and progres-

sive critics continued to chide him for an unimaginative

dependence on art-historical precedence and to denounce

his work as totally incompatible with modern sensibili-

ties. Ingres's reentry into the emphatically public space of

the official exhibition also prompted reviewers to recon-

sider the political implications of his works. This can be

seen most clearly in the frequent use of political meta-

phors to describe his relationship with other luminaries

of the contemporary school. Writing in L'Illustration,

A. -J. Du Pays compared the legendary antagonism

between Ingres and Delacroix to parliamentary factional-

ism: "It is like the right and the left in the old Chambers

of Deputies." 109
Similarly, Arthur Ponroy formulated the

ongoing rivalry between Ingres and the wildly popular

Horace Vernet as that between "absolutist" and "consti-

tutional" painting. Resurrecting the predominant por-

trayal of the artist from the 1830s, Ponroy cast Ingres as

an intolerant despot, "the god and the priest of an artistic

religion that acknowledges nothing but docile beliefs or

hostile incredulities."
110

Vernet, in contrast, was "very

much a free thinker, an eclectic, a liberal, a Voltairean"

who sought (partially out of impotence) to follow popu-

lar opinion rather than imperiously impose his own

ideas upon it.
111

The writer who took the tendency to politicize Ingres's

achievement the furthest in 1855 was the pro-Catholic,

Bonapartist critic Eugene Balleyguier. Writing under the

pseudonym Eugene Loudun, Balleyguier declared the

modern school to be dominated by three personalities,
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each of whom represented a distinct segment of contem-

porary French society."
2
Delacroix embodied the Revo-

lutionary impulse; his painting, like revolution itself, was
marred by ugliness, brutality, and violence. Vernet, in con-

trast, was the artist of the peace-and-prosperity-loving

bourgeoisie. Targeting his works to the lowest common
denominator, he offered optically thrilling but intellec-

tually impoverished replicas of visual reality. Finally,

Ingres was for Balleyguier the perpetuator of a timeless

classical ideal, the artist of the social and cultural elite

"that caste which does not seek because it already pos-

sesses and which, rare and select, in every nation guards

the noble traditions of the beautiful like a sacred trust."" 3

Despite the renewed interest in the political connota-

tions of Ingres's work in 1855, the retrospective format of

the Exposition Universelle encouraged many critics to
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continue to concentrate on the fundamentally ahistorical,

apolitical aspects of Ingres's art—to attempt to isolate

and explain those personal qualities that "best character-

ize the master's genius."" 4 As in 1846, such discussions

tended to focus on the extent to which Ingres's paintings

deviated from the exact replication of visual reality.

Arguing from the traditional classicist dictum that art

must transcend nature, several of the artists's staunchest

supporters, such as Gautier and Edmond About, defended

his right to interpret what he saw rather than simply imi-

tate it."
5 That something less conventional, more per-

sonal, was also being detected in Ingres's work is

demonstrated by the remarks of Vicomte Alphonse de

Calonne, the conservative but certainly not unimagina-

tive critic for the Revue contemporaine. For Calonne,

Ingres deviated from the standard classicist routine of

selecting and recombining the most beautiful parts of

nature; rather, he projected his own particular, internally

generated ideal on the world around him: "He willfully

takes up again the work of the great creator and reshapes

the human body in his image, or, to be more accurate, in

the image of the god that he harbors within himself."'"
1

Thus Calonne, like several of his predecessors in 1846,

locates the essence of Ingres's art not in its mimetic truth-

fulness but in its expression of a highly personalized

aesthetic ideal.

Of course, the greatest theoretician of artistic individ-

uality in 1855 was the arch-Romantic champion of the

imagination, Charles Baudelaire. "The beautiful is always

bizarre," the poet emphatically declared in the introduc-

tion to his review of the Exposition Universelle. "I do not

mean to say that it should be coldly, deliberately bizarre,

for in that case it would be a monster that had jumped the

tracks of life. I am saying that it always contains a little

bizarreness, a naive, unintentional, and unconscious

bizarreness, and that it is this bizarreness that particularly

makes it Beautiful."" 7 Baudelaire regarded such "bizarre-

ness" not only as a necessary component of beauty

but also as the ultimate expression of both historical

specificity and artistic individuality—the inevitable by-

product "of the milieus, regions, customs, race, religion,

and temperament of the artist.""
8
It is to art what taste is

to food, and without it one painter's works could not be

distinguished from those of any other.

Although Baudelaire's assessment of Ingres's contribu-

tion to the Exposition Universelle was informed by the

standard Romantic denigration of Ingres as an unimagina-

tive pasticheur, the critic could hardly overlook the formal

oddities characterizing the painter's canvases. At times, in

fact, he verges on overtly celebrating the "freakishness"

11903

- Ah I mon Dien
, qu'est-ce que c'est que ca! — II pa-

rait que c'est un monsieur qui s'est lrouv6 grle dans
la salle reserve'e de M. Ingres....

Fig. 303. Nadar (Felix Tournachon; 1820— 1910).
"—Ah! mon Dieu,

qu'est-ce que c'est que 9a?—11 parait que c'est un monsieur qui s'est

trouve gele dans la salle reservee de M. Ingres. . .
." (Good God,

what's that?—It seems to be a gentleman who froze in the Ingres

room.)ZeJournalpour rire, October 13, 1855

of Ingres's painting, contending that, while the artist's

reputation with "high society" was founded upon his sup-

posed perpetuation of the classical ideal, "the eccentric,

the blase, the myriad fastidious minds always in search of

novelty . . . were pleased by his bizarreness."" 9 In the end,

however, Baudelaire's begrudging admiration of Ingres's

eccentricities could not overcome his revulsion for what

he otherwise regarded as the artist's complete lack of

imagination. After cataloguing the anatomical distortions

in Ingres's canvases at the Exposition Universelle
—

"an

army of fingers elongated too uniformly into spindles,

with narrow tips that crush the nails, . . . arms too sturdy,

too full of Raphaelesque succulence, ... a navel that strays

toward the ribs, ... a breast pointing too far toward the

armpit"—Baudelaire concludes that the bizarreness of

the artist's work arises from an "immoderate taste for

style."
110

Thus, Ingres's painting does not display the

"naive, unintentional, and unconscious bizarreness" that

is an essential ingredient ofbeauty but rather the cold, cal-

culated strangeness that can result only in monstrosities.

Indeed, at one point Baudelaire chillingly compares the
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effects of Ingres's canvases to the lightheadedness caused

by the rarefied air of a chemical laboratory; the artist's

contorted, distorted figures constituted for the poet

"a population ofautomatons that disturbs our senses by its

all too visible and palpable strangeness."
121

Fifteen of Ingres's sixty-nine works at the Exposition

Universelle were portraits, the largest number ever to be

exhibited during his lifetime. They received an unprece-

dented amount of critical attention and, as with almost

everything else pertaining to the artist in 1855, were the

subject of intense critical debate. Ingres's supporters

hailed his ability to penetrate to the very souls of his

sitters, capturing their spiritual as well as physical like-

nesses.
122 Many admirers celebrated the elevated, gener-

alized quality of the portraits as evidence of Ingres's

transcendence of vulgar materialism, while others concen-

trated on their "speaking" likenesses
123 and meticulous

detail as a gauge of his professional conscientiousness.
124

The reactions of Ingres's detractors were more uni-

form—and infinitely more entertaining. Practically all

the anti-ingristes agreed that his portraits were stiff and

colorless, his figures so completely devoid of life as to

resemble mannequins or waxworks more than living

human beings.
12

' Indeed, it was almost as if some sort of

informal contest had been declared to see who could

devise the most imaginatively devastating characteriza-

tions ofthe artist's "dead portraits."
126 Not to be outdone by

Baudelaire's comparison of Ingres's figures to an unearthly

population of automatons, Paul Mantz claimed that to

move from the celebrated portraits of the Venetian and

Flemish masters to those of Ingres was like leaving a

"never-ending festival that offers sunshine, movement,

living nature, to enter, suddenly melancholy and chilled, the

cold rooms of a hospital for lymphatic or bilious patients."
127

The palm for writing the most rhetorically virtuoso denun-

ciation must, however, be given to the brothers Goncourt.

Where was the animating "moral life," the elevating

"intelligent beauty" of Ingres's art-historical heroes, they

wondered before his canvases on display in 1855:

Is it in these mute images of women, these cold busts,

these silent countenances, these dead portraits so far

surpassed by the portraitist Coignet [sic]? Is it in these

pathetic miniatures of the aristocracies and beauties of

woman ... in which the swollen oval of the face is

deformed by sickly jowls, in which the cheekbone is

painted violet, in which the figure neither turns nor

develops in the round, coated from one contour to the

other with a flat tint, without tonal modeling—a linear

facsimile and not a living mirror of the face and the

radiance of the soul.'
28

Whatever disagreement there was over the quality

of Ingres's portraits in 1855, the Exposition Universelle

inaugurated a widespread tendency among critics to

regard them as superior to all his other productions. "The

portrait is his triumph," Charles Duval declared, voicing

a sentiment that was echoed throughout the press, whether

pro- or (somewhat more begrudgingly) anti-ingriste.
119

This elevation of Ingres's portraits over his subject paint-

ings—the former had long been admired, but only in

1855 did they begin to be consistently regarded as his

masterpieces
110—is attributable at least in part to the

recent emergence ofRealism as the latest manifestation of

the artistic avant-garde. Since at least the late 1840s, natu-

ralism and contemporaneity had been the rallying cries of

the most advanced artistic and critical factions in Paris, as

the Romantics' extravagant colorism and high-keyed

emotionalism had come to be regarded as scarcely less

relevant to modern life than the bloodless academic work

of the Neoclassicists.' 3 ' Of course, no one in 1855 was

prepared to portray Ingres as an avant-garde Realist;

Baudelaire came the closest, perhaps, in his famous—and

purposely outrageous—coupling of Ingres and Courbet

as the most prominent "immolators" of the artistic imagi-

nation in the contemporary school.'
32

Still, it is certainly

not coincidental that two of the most outspoken advo-

cates of an emphatically modernist, Realist aesthetic

in 1855—the republican critics Maxime Du Camp and

Pierre Petroz—were also enthusiastic admirers of

Ingres's portraits. The superiority of these works, both

critics argued, lay in the way they prevented Ingres from

indulging in the retrogressive, historicizing pursuits that

normally marred his subject pictures. "There he has

reached the summum of art," Du Camp declared, "for the

very simple reason that he has reproduced honestly what

he has seen, without viewing it and understanding it

through his memories of Raphael.'" 33 Petroz concurred,

attributing the excellence of Ingres's portraits to the fact

that, "placed in direct communication with nature, he

forgets his system, allows himself the spontaneity of his

impressions, recovers all his verve and dexterity as a prac-

ticing artist.'" 34 Thus, however dubious Ingres's credentials

as a subject painter, as a portraitist he was "the leader in

the contemporary school, perhaps the only one.'" 35

This heightened appreciation of the visual acuity

informing Ingres's portraits was used by several of his

more fanatical antagonists to indict his shortcomings

in other, ostensibly more demanding artistic spheres.

Georges Niel prefaced his assessment of the portraits

with a declaration of Ingres's "inadequacy for large-scale

compositions.'" 36 To be a successful history painter, Niel
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Fig. 304. Detail ofMadame Duvaucey (fig. 87)

argued, one had to be "an artist of genius, ... a great

poet," but Ingres was simply "a studious spirit.'"37 The

critic who insisted most forcefully that Ingres's superior-

ity as a portraitist was the by-product of his inferiority as

a history painter was the obscure Theodore Labourieu, of

Le Moniteur dramatique:

As a painter M. Ingres—and posterity will say this of

him—is no more than a very able portraitist, a very

faithful reproducer of still lifes. By dint of patience,

trial and error, and analyses, he manages to forage,

like Balzac, up to the field of truth. By chance he is

surprised to discover in himself the genius of Raphael

and Moliere; but then the air he breathes in this lofty

region becomes too heady, too pure, too plentiful for

his ailing lungs and vitiated nature. And so he hastens

to return to the restricted atmosphere in which he

can live at ease, that is, into his painting as a copyist,

before a portrait, a jewel, a cashmere shawl, which this

time he renders easily down to the finest traits, the

finest lines, the finest thread.
1 ' 8

This remarkable passage brings together many criticisms

long applied to Ingres: his fundamental lack of genius and
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imagination, the all-too-apparent laboriousness of his

working method, his obsessively niggling style and fetish-

ization of insignificant details. What sets Labourieu's

analysis apart, however, is its molding of these critiques

into a sweeping denunciation ofwhat can only be described

as Ingres's Realism, which is negatively defined as the

inability to cope with anything beyond the most mun-

dane realities of the visual here-and-now. Ingres thus

found himself in a no-win situation in 1855: damned if he

attempted to perpetuate the classical ideal of Raphael and

the ancients, damned if he remained content to record as

meticulously as possible the visible world around him.

Ingres's critical fortune over the past century and a

half seems to have confirmed Labourieu's contention that

it is primarily as a portraitist, as well as something of a

Realist manque, that the artist would be remembered.

Another assertion repeatedly made in 1855—that Ingres

was a better portrayer of men than of women—has

proved far less prophetic. "In his portraits ofwomen, the

artist, it seems to us, is less able or less fortunate," Felix

Mornand contended in the Journal des demoiselles. "His

rigid, uncompromising brush either renders grace badly

or fails to supply it where it may be wanting.'" 39 Such

opinions help explain the otherwise surprising fact that,

of Ingres's seven female portraits at the Exposition Uni-

verselle, only one, the early Madame Duvaucey (figs. 87,

304), elicited real critical enthusiasm. In this singular

instance, however, the reviewers were of the same

mind. "This is not a portrait that gives pleasure," About

exclaimed, "it is a portrait that gives rise to dreams.'" 40

Calonne was even more effusive, declaring Madame

Duvaucey "a masterpiece that time has made the equal of

the most beautiful heads by Perugino, Leonardo, or

Raphael.'"41 Even the most uncompromising of Ingres's

detractors fell under the painting's spell. The celebrated

photographer and virulently anti-ingriste art critic Nadar

begrudgingly admitted that Madame Duvaucey contained

"a charm of real intimacy,'"42
while Paul Mantz declared

it the only work by Ingres "that strikes a sympathetic

chord in me.'"43 As these remarks suggest, it was not so

much the style of the portrait that attracted reviewers but

what was universally regarded as the almost disconcert-

ingly enigmatic charm of the sitter. Gautier, whose

enchantment with the painting dated back more than two

decades, 144
offered what was perhaps the most evocative

analysis of the picture's beguiling appeal:

M. Ingres has arrived at a terrifying intensity of life:

these black, steady eyes beneath the slender arc of the

eyebrows enter your soul like two jets of flame. They

follow you, they haunt you, they charm you (in the

magical sense of the word). The imperceptible smile

that hovers on the thin lips seems to mock your impos-

sible passion, while the hands make a pretense of play-

ing distractedly with the tortoiseshell leaves of a small

fan, signifying utter indifference.—This is no woman

that M. Ingres has painted, but the likeness of the

ancient Chimera, in Empire dress.
145

As for Ingres's male portraits, reviewers continued to

regard Monsieur Benin (cat. no. 99) as his undisputed

masterpiece. The always enthusiastic Calonne proclaimed

the painting not only Ingres's greatest work but "the

most notable piece of art that our century has pro-

duced.'"
46 Almost in spite of themselves, critics continued

to be attracted to the painting's mesmerizing trompe-

l'oeil illusionism. Planche, who in 1833 had ridiculed the

crowd's untutored enthusiasm for the portrait, declared it

a "real resurrection" of the sitter, who had died in 1841.
147

About likewise marveled at the astounding illusion of

Benin's girth: "The figure as a whole is surprisingly three-

dimensional," he exclaimed, "to walk around it would be

quite a trip.'"
48 Other reviewers found the principal

appeal ofMonsieur Benin to be the way in which it encap-

sulated an entire era of modern French history. "This is

the clearest, most accurate, and most striking image that

could be given of the bourgeoisie in power from 1830 to

1848 . . . ," Calonne declared, perpetuating the sociologi-

cal reading of the painting inaugurated nine years earlier

on the boulevard Bonne-Nouvelle. "This painting is

more than a work of art, it is a symbol.'" 49 Again, it is

Gautier who gives the most piquant assessment of this

aspect of Ingres's portrait: "Is this not the revelation ofan

entire epoch, this magnificent pose of M. Bertin de Vaux

[sic] resting his fine, strong hands on his powerful knees,

like a bourgeois Caesar, with all the authority of intelli-

gence, wealth, and justifiable self-confidence? . . . This is

the honnete homme under Louis-Philippe, and the six vol-

umes of Dr. Veron can tell us no more about that van-

ished epoch.'" 50
Ingres's portraits thus continued to be the

one area of his production that consistently forced critics

to incorporate social and political considerations into

their critiques. It is perhaps the ultimate testament to the

artist's prowess as a portraitist that, when confronted

with such a powerful effigy as Monsieur Bertin, many crit-

ics in 1855 all but forgot "Monsieur Ingres."

The Exposition Universelle represents the final chapter

in the history of the critical reception of Ingres's paint-

ings during his lifetime. Even though some of his works

continued to be shown in his studio and in the private
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galleries that had begun sprouting up along the boule-

vards, these sporadic forays into the public domain failed

to garner much critical attention.
1 ' 1

It would appear that

the almost cathartic venting of opinion in 1855 on the ven-

erated but controversial artist had exhausted the critics

and finally induced them to move on to other, more topi-

cal concerns. Even the innovative exhibition of more than

one hundred of Ingres's drawings (many of them por-

traits) at the exclusive Salon des Arts-Unis in 1861 failed

to create much of a stir.
1 ' 2

Such semineglect probably suited the aging and

increasingly reclusive artist just fine. In the wake of the

Exposition Universelle he had been elevated to the rank of

grand officer in the Legion of Honor, the first artistic or

literary figure to achieve that status.' " Seven years later,

in May 1862, he was appointed to the Senate by Napoleon

III. Ingres must have felt that he had nothing else to

prove, that his reputation had been secured. Of course,

this belief proved to be illusory: with his death and the

massive memorial exhibition in 1867,
154 the process of

assessing and reassessing his achievement began all over

again. It continues to this day, as every succeeding gener-

ation of critics—and, now, historians—constructs the

Ingres that best suits its needs and desires. Romantic rebel,

despotic Classicist, would-be Realist ... the critical per-

sonae continue to accumulate.
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1985, p. 25. There is no evidence to support Delaborde's con-

tention (1870, p. 24) that Ingres exhibited the portrait of his

father (cat. no. 4) at the 1806 Salon.

20. This controversial thesis was put forward by Siegfried (1980a,

p. 49, and 1980b, p. 69) and has been accepted by Rosenblum

(1985, p. 68). It has also been resisted, particularly by the

French, including Foucart (1983, pp. 84-85) and Toussaint (in

Paris 1985, p. 35).

21. "retrograder l'art." Chaussard 1806, p. 178.

22. "N'est-ce pas un idee trop bizarre que de vouloir faire revivre

l'ancienne maniere roide et gauche des premiers peintres du

temps de la renaissance des arts? C'est ce que fait M. Ingres; il

affecte une grande severite de pose et de dessin, et il prend

pour de la grandeur, ce qui, au fait, n'est que de la

maniere. . . . Le portrait de l'Empereur, par ce peintre, paroit

avoir ete fait d'apres une medaille gothique; il est accable

d'une quantite de draperies qui ne laissent pas soupconner

qu'il y ait dessous un corps, et la tete paroit posee sur des

coussins." Clarac 1806, pp. 126—27.

23. For a detailed analysis of the possible political motivations

behind the attack on Ingres's painting, see Siegfried 1980a,

pp. 61-88, and Siegfried 1980b. Lee (1995, p. 94) explicitly

denies that politics played any role in the picture's reception.

24. It has been suggested that the exhibition of Lefevre's portrait,

which was already hanging in the Senate, was instigated by

Dominique Vivant Denon, director of the imperial museums,

specifically to hurt Ingres's chances for success; see Lee 1995,

p. 87. Whatever the case, Ingres harbored a lifelong hatred of

this official, whose seat in the Academie, ironically enough, he

eventually came to occupy.

25. "Un peintre, dont la tete a cheveux noirs et durs, se detache en

decoupure sur une grande toile blanche; l'artiste vetu en noire

et recouvert d'une redingote blanche essuie avec un mouchoir

tres-blanc; ce qui fait blanc sur blanc." Anon. 1806, p. 22.

26. "l'expression sombre et farouche"; "doit prodigieusement le

gener dans le feu de la composition, et dans l'espece de crise

que son genie paroit eprouver." Anon., October 11, 1806 (C),

P- 77-

27. "peinte sans ombres et si enveloppee de draperies, qu'on est

longtemps a deviner avant d'y reconnoitre quelque chose."

Clarac 1806, pp. 127-28.

28. "une dame toute en blanc, schall blanc sur une robe blanche,

tete et bras blancs meles d'un peu de couleur rose." Anon.

1806, pp. 22-23.

29. "une dame que nous savons etre un modele de grace et de

decence." Chaussard 1806, p. 181.

30. "On ne s'arrete point assez devant le portrait d'une jeune per-

sonne ... oil les defauts de la maniere adoptee par l'auteur sont

beaucoup moins sensibles que dans ses autres ouvrages."

Boutard, October 4, 1806.

31. "Le sujet devait l'inspirer: c'est une jeune et belle per-

sonne . . . fraiche comme le bouton de rose, et qui semble

appeler les pinceaux de Correge." Chaussard 1806, p. 182.

32. "Imbeciles, vous louez davantage l'ouvrage que je crois de

mes ouvrages, celui ou il y a tout a faire pour arriver aux

beautes sublimes que demande cet age et ce sexe." Ingres to

Pierre Forestier, reprinted in Lapauze 1910, p. 62.

33. "Le Salon est done le theatre de ma honte? . . . D'un jour a

1' autre, suis-je change de peintre distingue en un homme dont

on ne peut regarder les ouvrages?" Ingres to Pierre Forestier,

October 22, 1806, reprinted in Lapauze 1910, p. 44.

34. "Oui, l'art aurait bien besoin qu'on le reforme, et je voudrais

bien etre ce revolutionnaire-la." Ingres to Pierre Forestier,

November 23, 1806, reprinted in ibid., p. 61.

35. 'Tambition me devore." Ibid., p. 63.

36. It appears that only one portrait, that of Ingres's friend

Charles Marcotte (cat. no. 26), was among the artist's contri-

butions to the Salons of 1814 and 1819. This painting, submit-

ted in 1814, went almost completely unnoticed by reviewers;

see Boutard, November n, 1814, p. 184, and Anon., February

15, 1815 (M.). For a general assessment of the critical reception

accorded Ingres's works in 1814 and 1819, see Siegfried 1980a,

pp. 264-98, 349-74, and Lee 1995, pp. 103-43.
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37- On the influence of Raphael on Ingres's artistic production

after 1820 and its impact on his critical reception at the 1824

Salon, see Siegfried 1980a, pp. 374-416.

38. See pp. 274-75 in tms catalogue.

39. Paris (Salon) 1824, no. 925. Although the livret lists Ingres as

having exhibited "portraits," the critics mention only Norvins.

40. "Ce n'est qu'un portrait bien simple; mais, a la vigueur du

dessin et du modele, a la puissance d'expression que l'artiste a

concentree sur le visage, a ce calme et a cette grandeur qui

regnent dans la disposition des lignes et de la lumiere, on

reconnoit l'ouvrage de ce qu'on peut vraiment appeler un

peintre d'histoire." Delecluze, December 12, 1824.

41. "De ce rapprochement, je tire la conclusion que ces habiles

peintres nous ont donne chacun avec son talent, l'un, M.

Ingres, un excellent ouvrage dans ce que nous avons nomme le

style homerique, l'autre, M. Horace, un fort beau tableau, dans

le genre shakespearien; que l'un cherche le vraisemblable, que

l'autre n'admet que le vraij que M. Ingres n'aura pour appreci-

ateurs, qu'un petit nombre de connoisseurs, tandis que la nou-

velle production de M. Horace aura un succes de vogue." Ibid.

42. "le style grand, eleve et simple." Ibid.

43. "Quelle hardiesse dans ce siecle, ou la timidite a tue le colons,

que de faire ressortir la figure du personnage sur un fond

rouge." Stendhal 1867, p. 245.

44. "une foule de portraits forts beaux." Ibid., p. 246.

45. See Paris 1827 (Salon), nos. 575, 576. The reviewers were vir-

tually silent on the portrait of Madame Marcotte de Sainte-

Marie (cat. no. 97), while that of the comte de Pastoret

garnered a bit more critical attention, largely because of the

notoriety of its sitter (see cat. no. 98).

46. According to Lenormant (1833, vol. 2, pp. 158, 164), Ingres

planned to exhibit "a portrait of 1823" ("un portrait de 1823")

at the 1833 Salon as well, but it could not be delivered to Paris

in time. This is undoubtedly the portrait of Madame Leblanc

(cat. no. 88), which would be exhibited the following year (see

p. 504 and n. 67, below).

47. "se laisse prendre au charme de la verite. Elle etudie, selon ses

forces, les details de la tete, rendus avec une si prodigieuse

conscience; elle examine attentivement, avec une joie presque

puerile, la realite des etoffes, la saillie du fauteuil; elle s'extasie

devant l'attitude, si simple et si puissante a la fois; elle ne se

lasse pas de contempler avidement les yeux et les levres si

pleins de regard et de parole." Planche 1833, pp. 88-89.

48. "11 est impossible de pousser la verite plus loin. C'est . . . un

portrait en chair et en os, un portrait qui marche et qui parle."

Anon. 1833b, p. 130.

49. "une etude minutieuse et microscopique." Maynard 1833, p.

58. Robert Rosenblum (1967a, p. 137) first compared Monsieur

Benin to portraits by Denner on the basis of Maynard's

remarks.

50. "Void, a ce sujet, un mot bien vrai du peintre a son modele:

Monsieur, je vous fatigue; et la reponse peut-etre sublime du

modele: Jevous en defie." Maynard 1833, p. 58.

51. "le dieu du dessin." Anon., April 3, 1833 (E.). Compare Gautier

1833, p. 152: "He has become a legend. He is the personi-

fication of drawing, as Decamps is that of color." ("11 est

devenu un mythe; c'est la personnification du dessin, comme

Decamps est celle de la couleur.")

52. See, for instance, Anon., March 10, 1833 (H. H. H.): "The cold

and systematically drab flesh tones bear no sign of belonging

to any kind of life." ("Les carnations froides et systematique-

ment terreuses ne portent l'indication de l'etre d'aucune

nature."); Anon., March 15, 1833: "But do you not see ... a

certain monotony of color, which robs the flesh of its vigor

and the picture of its brilliance?" ("Mais . . . ne voyez-vous pas

je ne sais quelle monotonie de couleur, qui ote a la carnation sa

vigueur, au tableau son eclat?"). Even Delecluze (March 22,

1833) noted that Ingres's color lacked transparency but

excused this as a fault that plagued many great draftsmen.

53. "M. Ingres, c'est la copie." Maynard 1833, p. 69; see also

Planche 1833, pp. 89-91. A few critics did, however, recognize

Benin as signaling a stylistic shift in Ingres's art. Laviron and

Galbacio (1833, p. 62), for instance, accused the artist of exag-

gerating Rubens in his pursuit of a modish naturalism!

54. See Angrand 1982.

55. These rumors are referred to in Anon., March 8, 1833; Anon.,

March 9, 1833; Cazales 1833, p. 302; and Maynard 1833, p. 58.

56. "M. Ingres est exclusif, il n'y a pas de mal, tant que cette exclu-

sion ne se manifeste que le pinceau a la main; mais si M. Ingres

est consulte par le pouvoir qui recompense et encourage,

qu'arrivera-t-il? Que tout ce qui blessera les susceptibilites de

gout de M. Ingres sera proscrit." Anon., March 9,1833.

57. "homme distingue qui a cree a lui seul toute la presse poli-

tique." Anon. 1833b, p. 130.

58. "defenseur le plus habile du gouvernement actuel"; "l'avocat

du juste-milieu"; "un peintre de juste-milieu." Anon., March

28, 1833, p. 45.

59. The title is a reference to the name not of Ingres's sitter, Bertin

I'aine, but rather that of his younger brother and copublisher

of the Journal des debats, Bertin de Vaux. (There was much

confusion over the names of the two men.) The transforma-

tion of Bertin into Betin is a play on the French words for

stupid or brute (bete) and cretin (cretin).

60. "l'improstitution de la presse"; "l'improstitution parlemen-

taire." Anon., May 15, 1833.

61. See, for instance, Anon., March 10, 1833 (H. H. H.), and

Haureau, March 20, 1833.

62. See, for instance, Anon., March 16, 1833b; Mennechet 1833,

pp. 127-28; and Pillet, March 19, 1833.

63. "Il y a dans ce portrait une telle saintete de lignes, une telle

religion de la forme dans les moindres details, le faire en est si

primitif, que Ton a toutes les peines du monde a croire que cela

ait ete peint en plein regne de David, il y a quelque vingt ans."

Gautier 1833, p. 153.

64. See, for instance, Anon., March 9, 1833; Anon., March 15,

1833; anc' Laviron and Galbacio 1833, p. 63.

65. "Toute la tete vit et remue, et cela sans le prestige de la

couleur, avec un simple ton local, habilement gradue selon les

formes et le mouvement, que nous preferons beaucoup, pour

notre part, au tricot prismatique dont l'ecole de Gros revet ses

personnages, et qui nous semble incontestablement plus vrai et

plus agreable a l'oeil." Gautier 1833, p. 153.
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66. For a detailed analysis of the critical reception of Saint

Symphorian, see Shelton 1997, pp. 32-104.

67. "Je ne puis croire, que ce monstre, sans dessus de tete, aux

yeux orbiculaires, aux doigts saucissonnes, ne soit pas la defor-

mation perspective d'une poupee, vue de trop pres, et reflechie

sur la toile par plusieurs miroirs courbes appliques, sans

ensemble a chacun des details." Vergnaud 1834, p. 17.

68. See Anon., November 26, 1834 (H.); Farcy 1834; and Thore,

November 16, 1834.

69. For a detailed analysis of Ingres's studio exhibitions from

1841 through 1854, see Shelton 1997, pp. 245-98, 381-404,

444-76.

70. See Anon., March 10, 1842; Anon., April 28, 1842; Lenormant

1842; Stern, January 7, 1842; Thore 1842; Varnier 1842; and

Damay 1843.

71. See Anon., August 7, 1848; Anon., August 13, 1848; Anon.,

August 15, 1848 (L.); Gautier, August 2, 1848; Geofroy 1848;

and Champfleury 1894, pp. 112-15, 141-50.

72. In a letter dated January 31, 1852, to Comte Alfred-Emilien

Nieuwerkerke, Directeur General des Musees Imperiaux,

Ingres announced that the portrait of Madame Moitessier

would be on view at his residence at 17, quai Voltaire for two

days. He also mentioned a second portrait, which could be seen

for only a day in his studio at the Institut; see Lapauze 1911a,

p. 446. This is almost certainly Madame Gonse, which was

finished around this time. Press notices mention only the

Moitessier portrait, however; see Galimard 1852 and Galimard,

February 28, 1852.

73. For the works shown in this exhibition, see Naef 1973 ("Expo-

sition oubliee") and Shelton 1997, pp. 474—75. For contempo-

rary reaction, see Anon., December 16, 1854 (A. de G.), and

Delecluze, December 8, 1854.

74. See Burty 1864.

75. For the Societe des Artistes and the organization of the 1846

exhibition, see Le Baron Taylor 1995.

76. See the letter from Ingres to Baron Taylor, December 11,

1845, reprinted in ibid., p. 124.

77. For one-person exhibitions held in France prior to 1846, see

Shelton 1997, pp. 350—52. For the development of retrospec-

tives after mid-century, see Jensen 1994, pp. 107—37.

78. This painting was later reworked and exhibited at the Salon of

1827; see Paris 1967-68, no. 35.

79. The other works on display were the Grande Odalisque

(fig. 101), The Sistine Chapel (fig. 100), Philip VofSpain and the

Marshal ofBerwick (W 120), Paolo and Francesca (fig. 103), The

Entry into Paris ofthe Dauphin, the Future Charles V(fig. 136),

Monsieur Benin (cat. no. 99), the Comte Mole'(fig. 158), Antiochus

and Stratonice (fig. 194), and the Odalisque with Slave (fig. 190).

In addition, drawings after three of Ingres's most famous his-

tory paintings

—

The Martyrdom ofSaint Symphorian, The Vow

ofLouis XIII, and The Virgin with the Host (the latter two by

the engraver Luigi Calamatta [see cat. no. 105])—hung in the

vestibule of the main gallery; see Paris 1846, nos. 43-53,

93-95 (supplement).

80. "Jamais exposition ne fut aussi favorable a M. Ingres que celle-

ci; c'est que jamais on ne peut aussi bien l'etudier et le

comprendre, parce que jamais on ne vit reuni un aussi grand

nombre de ses plus belles oeuvres." Jal 1846, p. 202.

81. "M. Ingres etale fierement dans un salon special onze tableaux,

c'est-a-dire sa vie entiere, ou du moins des echantillons

de chaque epoque,—bref, toute la Genese de son genie."

Baudelaire 1990, p. 92.

82. "Les portraits de M. Ingres, comme ceux de tous les grands

maitres, ne sont pas des imitations materielles et mesquines de

la nature. En effet, si le peintre se posait pour but une repro-

duction textuelle de ce qu'il a devant les yeux, ce serait con-

ceder implicitement que le daguerreotype est l'expression la

plus parfaite de l'art. Le portrait, si j'en crois les maitres, est la

nature interpretee. Ces genies de la peinture sont les commen-

tateurs qui nous expliquent le livre ouvert devant nous avec

une eloquence personnelle, et qui nous en font envisager les

beautes sous l'aspect que leur decouvre la profondeur de leur

intelligence." Amaury-Duval 1846, pp. 89-90. Compare

Baudelaire (1990, p. 93), who claims that Ingres's portraits are

"true portraits, that is to say, the ideal reconstruction of the

individuals" ("de vrais portraits, c'est-a-dire la reconstruction

ideale des individus").

83. "Chaque peintre a un eclectisme different, un coup d'oeil qui

lui est propre; c'est ce qui fait qu'il est autant de varietes de

portraits que de peintres, et que le meme modele peut etre

presente sous autant de physionomies qu'il y a d' artistes,

toutes dissemblables entre elles, et cependant toutes vraies au

meme degre. Ce qui est particulier aux maitres, c'est qu'ils

nous imposent leur maniere de voir la nature; ce cote que vos

yeux inexperimentes n'avaient point su trouver ils vous le

revelent tout d'un coup." Amaury-Duval 1846, p. 90.

84. "renversant l'ordre des choses." Ibid.

85. See, for instance, Anon., February 11, 1846 (C. A. D.), and

Ver-Huell, January 20, 1846.

86. "M. Ingres a probablement recherche"; "toute choquante

qu'elle puisse etre." Jal 1846, p. 202.

87. "bizarreries de dessin"; "toutes autres choses que des incorrec-

tions." Lagenevais 1846, p. 539. Mercey's justification of

Ingres's "bizarreries" is challenged in d'Arnaud 1846.

88. This issue is treated more fully in Shelton 1997.

89. See, for instance, Jal t846, p. 201: "They [Ingres's paintings]

lend each other mutual support. They show the author under

all his aspects; one completes the other, so to speak." ("Ils se

pretent un mutuel appui; ils montrent l'auteur sous toutes ses

faces; l'un complete l'autre, pour ainsi dire.")

90. "bouddhah de la bourgeoisie cossue, repue, triomphante."

Proust 1913, p. 88, quoted in Naef 1977-80, vol. 3 (1979), p. 115.

91. "l'apotheose du plebeien." Ver-Huell, January 25, 1846.

92. "un penseur, un philosophe, un sage politique, un citoyen

courageux qui opposa toujours a l'effervescence des passions

politiques la fermete et Fintegrite." Anon. 1846, p. 61.

93. "l'heritier de quelque beau nom qui comprend a merveille tous

les engagements legues par ses peres et qui saura toujours les

remplir." Ibid.

94. "un admirable resume des principes de la revolution de 1789:

l'homme nouveau et le vieux gentilhomme, le descendant de

Mathieu Mole et le createur d'une race hier inconnue,
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marchant de pair et places par leurs hautes capacites dans cette

sphere ou viennent se confondre tous les sentiments de respect

et de reconnaissance qu'on doit a ceux servent leur pays de

toute leur intelligence." Ibid.

95. "En voyant le portrait de Mme la comtesse d'Haussonville, ne

s'apercoit-on pas aussitot qu'avec tous les droits possibles a

figurer dans la societe la plus exclusive, la politique cependant

l'a fait nattre et vivre dans un monde qui tient plus de

compte de l'empire des idees que de la tyrannie des rangs?"

Lenormant 1846, pp. 670-71.

96. "La croyez-vous nee dans quelque faubourg? au fond de

quelque comptoir? Sans doute, dans toutes les classes de la

societe on peut trouver autant de beaute, mais non cette ele-

gance patricienne, mais non cette delicatesse, cette suavite que

la naissance ou l'education impriment seules aux natures

d'elite." Anon. 1846, p. Si.

97. See, for instance, Amaury-Duval 1846, p. 92: "full of elegant and

graceful coquetry" ("plein de coquetterie elegante et gracieuse").

98. Anon., January 15, 1846: "The right hand that presses her belt

is in every way a charming poem, which young mothers will

understand better than anyone." ("La main droite qui presse

sa ceinture est tout un poeme charmant, que les jeunes meres

comprendront mieux que personne.") The countess was, in

fact, pregnant at one point during Ingres's work on the por-

trait; she gave birth to her third child on September 21, 1843.

It might also be noted that Ingres's adoption of the final pose

in February of that year (according to Munhall in New York

1985—86, p. 52) roughly coincided with the date on which his

sitter would have become aware of her pregnancy. Whether

or not the final portrait is meant to project a maternal theme

remains, however, purely conjectural.

99. "Rien de plus gracieux que ce portrait d'une femme elegante et

spirituelle, representee au milieu des mille objets d'art ou de

curiosite qui composent son monde feminin et oil se reconnait

la delicatesse de son gout." Ronchaud, February 19, 1846.

100. The classic study of this phenomenon is Saisselin 1984; see

also Higonnet 1992, pp. 84—122.

101. See Munhall in New York 1985—86, pp. 78—103, for a compre-

hensive account of the objects in the painting.

102. "M. Ingres ne s'arrange guere de ces coquetteries." Thore

1846, p. 59.

103. "coquet entourage"; "Que ne ferait-on pas pour satisfaire

la fantaisie d'une jolie femme?" Anon., February 14, 1846,

P- 379-

104. The studio exhibition of December 1854 featuring three por-

traits elicited scant reaction in the press; see n. 73, above.

105. The definitive study of the 1855 Exposition Universelle is

Mainardi 1987, pp. 33—120.

106. Mainardi's contention (ibid., p. 63) that Ingres exhibited only

forty-one works fails to take into consideration the listing of

several items under the same number in the livret. Also, two of

Ingres's paintings were not included in the original catalogue:

the portrait of Madame Reiset (fig. 207), no. 5048 in the sup-

plement, and the cameo portrait of Prince Napoleon (fig. 6),

added after the exhibition had opened. For Ingres's demand

for a separate exhibition space, see his undated letter to

Frederic Bourgeois de Mercey, Commissaire General of the

Exposition Universelle, reprinted in Leroi 1894-19008,

pp. 904-5, and translated in Mainardi 1987, p. 51.

107. According to Lapauze (1911a, p. 476), Ingres left Paris "the

day after the opening" ("au lendemain de l'ouverture") and

did not return until June 15.

108. See Shelton 1997, pp. 476-532.

109. "C'est comme la droite et la gauche des anciennes chambres

des deputes." Du Pays 1855, p. 419. It hardly needed stating

that Ingres represented the right and Delacroix the left.

no. "le dieu et le pretre d'une religion artistique qui n'admet que

de dociles croyances ou des incredulites ennemies." Ponroy

1855, p. 222.

hi. "un tres libre-penseur, un eclectique, un liberal, un vol-

tairien." Ibid.

112. Loudun 1855, pp. 113—24.

113. "cette caste qui ne cherche pas, parce qu'elle possede, et qui,

rare et choisie, chez tous les peuples, garde, comme un depot

sacre, les nobles traditions du beau." Ibid., p. 123.

114. "characterisent le mieux le genie du maitre." Calonne 1855,

pp. 1 11—12.

115. Gamier 1855, P- '47; an^ About 1855, pp. 126-27.

116. "II reprend volontiers l'oeuvre du grand ouvrier et repetrit le

corps humain a son image, ou, pour parler plus juste, a l'image

du dieu qu'il loge en lui." Calonne 1855, pp. 110— 11.

117. "Le beau est toujours bizarre. Je ne veux pas dire qu'il soit

volontairement, froidement bizarre, car dans ce cas il serait un

monstre sorti des rails de la vie. Je dis qu'il contient toujours

un peu de bizarrerie, de bizarrerie naive, non voulue, incon-

sciente, et que c'est cette bizarrerie qui le fait etre particuliere-

ment le Beau." Baudelaire 1990, p. 215.

118. "des milieux, des climats, des moeurs, de la race, de la religion

et du temperament de l'artiste." Ibid.

119. "gens du monde"; "aux excentriques, aux biases, a mille

esprits delicats toujours en quete de nouveautes . . . il plaisait

par la bizarrerie." Ibid., p. 230.

120. "une armee de doigts trop uniformement allonges en fuseaux

et dont les extremites etroites oppriment les ongles, . . . des bras

trop robustes, trop pleins d'une succulence raphaelique, . . . un

nombril qui s'egare vers les cotes, . . . un sein qui pointe trop

vers l'aisselle"; "gout immodere du style." Ibid., p. 227.

121. "une population automatique et qui troublerait nos sens par sa

trop visible et palpable extraneite." Ibid., p. 224.

122. See, for instance, Gautier 1855, p. 164: "To the outer likeness

of the model he joins the inner likeness; beneath the physical

portrait he paints the moral portrait." ("A la ressemblance

exterieure du modele il joint la ressemblance interne; il fait

sous le portrait physique le portrait moral.")

123. See, for instance, Perrier 1855, p. 45: "Intelligence is what first

leaps to the eye in the portrait of M. le comte Mole [fig. 158] as

in that of Madame L. B. [Madame Leblanc; cat. no. 88]. The

effect produced by these two countenances ... is such that one

catches oneself wanting to hear them speak so as to have the

pleasure of sharing their thoughts." ("L'esprit est ce qui saute

aux yeux tout d'abord dans le portrait de M. le comte Mole

comme dans celui de madame L. B. L'effet que produisent ces
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deux physionomies ... est tel qu'on se surprend a desirer

qu'elles parlent pour jouir avec elles de ce qu'elles pensent.")

124. See, for instance, Belloy, June 10, 1855: "He spares no effort to

arrive at the fullest realization ofboth the human types and the

scenes that he wishes to render: . . . costume, pose, the smallest

accessories combine to this end, contrary to the methods of

those vulgarportraitists who elevate everything they touch and

who seat in the same gilded armchair people of very different

ranks." ("Rien ne lui coute pour arriver a l'expression com-

plete des types humains comme des scenes qu'il veut ren-

dre: . . . le costume, la pose, les moindres accessoires

concourent a ce resultat, contrairement au procede de ces por-

traitistes vulgaires qui anoblissent tout ce qu'ils touchent, et

assoient dans le raeme fauteuil dore des gens de conditions

tout a fait differentes.")

125. See, for instance, Labourieu, October 25, 1855, which describes

Napoleon in Ingres's Bonaparte as First Consul (cat. no. 2) as

"this waxwork . . . this dummy decked out in a lackey's uni-

form" ("cette figure de cire . . . ce mannequin affuble d'un

habit de laquais").

126. "portraits morts"; Goncourt 1893, p. 191. For a provocative

analysis of the tendency in nineteenth-century criticism to

stress the morbidity of Ingres's figures, see Ockman 1995,

pp. 85-109.

127. "fete eternelle que donnent le soleil, le mouvement, la vivante

nature, pour entrer, melancolique et transi tout a coup, dans

les froides salles d'un hopital habitues par des malades lym-

phatiques ou bilieux." Mantz 1855, p. 226.

128. "vie morale"; "beaute intelligente"; "Est-ce en ces images

muettes de femmes, en ces bustes froids, en ces physionomies

silencieuses, en ces portraits morts de si loin depasses par le

portraitiste Coignet [sic]? Est-ce en ces miniatures derisoires

des aristocraties et des beautes de la femme . . . ou l'ovale

fluxionne est deforme par les bajoues morbides, ou la pom-

mette est fardee de violet, ou la figure ne tourne ni ne rondit,

enduite, d'un contour a l'autre, d'une teinte plate, sans mode-

lage de tons, facsimile de lineature, et non miroirs vivants du

visage et des rayonnements de l'ame." Goncourt 1893, p. 191.

The comparison to Leon Cogniet, a relatively well known but

decidedly mediocre academic artist, is clearly meant as an insult.

129. "Le portrait est son triomphe." Duval 1856, p. 49.

130. For declarations of Ingres's superiority as a portraitist, see

Mornand 1855, p. 227; Perrier 1855, p. 44; Thierry 1855, p. 203;

and Baudelaire 1990, p. 225. Although Noemie Cadiot

(Vignon 1855, pp. 189-90) does not actually proclaim Ingres a

better portraitist than history painter, six of the eight pictures

she lists as his masterpieces are portraits.

131. The best general account of the emergence of avant-garde

Realism in France remains Nochlin 1971.

132. Baudelaire 1990, pp. 225-26.

133. "11 est arrive la au summum de l'art par la raison fort simple

qu'il a reproduit sincerement ce qu'il a vu, sans le regarder et

le comprendre a travers ses souvenirs de Raphael." Du Camp

185;, PP- 45-46.

134. "mis en communication directe avec la nature, il oublie son

systeme, se laisse aller a la spontaneite de son impression,

retrouve toute sa verve et sa dexterite de practicien." Petroz,

May 30, 1855.

135. "le premier dans l'ecole contemporaine, peut-etre le seul."

Ibid.

136. "insuffisance pour les grandes compositions." Niel, July 15,

1855.

137. "un artiste de genie, . . . un grand poete"; "un esprit studieux."

Ibid.

138. "M. Ingres, comme peintre—et la posterite le lui dira—n'est

qu'un tres-habile portraitiste, qu'un tres-fidele reproducteur

des natures mortes. A force de patience, de tatonnements,

d' analyses, il fourrage meme, comme Balzac, jusque sur le ter-

rain de la verite. Par hasard il se surprend a avoir le genie de

Raphael et de Moliere; mais alors l'air qu'il respire sur cette

haute region est trop violent, trop pur, trop abondant pour ses

poumons malades, pour sa nature viciee; aussi s'empresse-t-il

de rentrer bien vite dans l'atmosphere etroite ou il peut vivre a

l'aise, c'est-a-dire dans sa peinture de copiste, en face d'un por-

trait, d'un bijou, d'un cachemire, dont il rend cette fois avec

aisance jusqu'aux moins traits, jusqu'aux moindres lineaments,

jusqu'a moindre trame." Labourieu, October 25, 1855.

139. "Dans les portraits de femmes, l'auteur est, ce nous semble,

moins habile ou moins heureux. Son pinceau rigide et anti-

transacteur, ou rend mal la grace, ou ne la supplee point la

ou elle peut etre absente." Mornand 1855, p. 227. For other

declarations of the inferiority of Ingres's female portraits,

see Boiteau d'Ambly 1855, p. 472; Perrier 1855, p. 45; and

Goncourt 1893, p. 191.

140. "Ce n'est pas la un portrait qui fait plaisir, c'est un portrait qui

fait rever." About 1855, p. 133.

141. "un chef-d'oeuvre que le temps a fait l'egal des plus belles tetes

du Perugin, de Vinci, de Raphael." Calonne 1855, p. 109.

142. "un charme d'intimite reel." Nadar, September 16, 1855.

143. "qui fasse vibrer en moi une corde sympathique." Mantz 1855,

p. 225.

144. In addition to the comments on the portrait from the critic's

review of the 1833 Salon quoted above (p. 504), see Gautier,

June 27, 1847.

145. "M. Ingres est arrive a une intensite de vie effrayante: ces yeux

noirs et tranquilles sous l'arc mince de leurs sourcils vous

entrent dans l'ame comme deux jets de feu. lis vous suivent, ils

vous obsedent, ils vous charment, en prenant le mot au sens

magique. L'imperceptible sourire qui voltige sur les levres

fines semble vous railler de votre amour impossible, tandis que

les mains affectent de jouer distraitement avec les feuilles

d'ecaille d'un petit eventail, en signe de parfaite insou-

ciance.—Ce n'est pas une femme qu'a peinte M. Ingres, mais

le portrait ressemblant de la Chimere antique, en costume de

1'Empire." Gautier 1855, p. 165.

146. "le morceau d'art le plus considerable que notre siecle ait

produit." Calonne 1855, p. 112.

147. "veritable resurrection." Planche 1855, P- H 43-

148. "La figure entiere est d'un relief surprenant, on en ferait le

tour: ce serait un voyage." About 1855, p. 132.

149. "C'est l'image la plus nette, la plus precise, la plus frappante

que Ton puisse donner de la bourgeoisie regnante de 1830 a
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1848. . . . Ce tableau est plus qu'une oeuvre d'art, c'est une

symbole." Calonne 1855, p. 112.

"N'est-ce pas la revelation de toute une epoque que cette

magnifique pose de M. Benin de Vaux [sic] appuyant, comme

un Cesar bourgeois, ses belles et fortes mains sur ses genoux

puissants, avec Fautorite de ['intelligence, de la richesse et de la

juste confiance en soi? . . . C'est l'honnete homme sous Louis-

Philippe, et les six tomes du docteur Veron n'en racontent pas

davantage sur cette epoque disparue." Gautier 1855, p. 164. The

"six volumes of Dr. Veron" refers to the celebrated memoirs of

the maverick entrepreneur Louis-Desire Veron, Memoires d'un

bourgeois de Paris, which was just then beginning to appear.

The most important studio exhibition after 1855 was that of

July 1864; see n. 74, above. The displays ofLa Source (fig. 202)

and Jesus among the Doctors (fig. 219) at the Galerie Martinet

in 1861 and 1862, respectively, constitute Ingres's most sig-

nificant appearances in a gallery during the same period. For

these occasions, see, among other notices, Banville 1861;

Delecluze, April 3, 1861; Gautier, February 18, 1861;

Delaborde 1862; and Delecluze, April 17, 1862.

152. The only extensive press coverage of this exhibition appeared

in the Gazette ties beaux-arts; see Delaborde 1861, Galichon

1861a, and Galichon 1861b.

153. This promotion constituted the government's attempt to

assuage Ingres's bitter disappointment at not being the only

artist awarded the Grand Medal of Honor at the Exposition

Universelle; see Mainardi 1987, pp. 109-13.

154. See Paris 1867.
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INGRES AND CO.: A MASTER
AND HIS COLLABORATORS
Georges Vigne

The reputation of every great painter who was

the master of a studio is eventually shadowed

by the specter of collaboration, which can cast

suspicion over even the most revered works.

Thus, the public no longer indignantly demands frequent

viewings of the Vatican Loggias, now that less and less of

the work is ascribed to Raphael; Rembrandt's Man with a

Golden Helmet, once seen as an undisputed masterpiece,

is regarded today as a devalued canvas by an overly

clever student. The quest for absolute authenticity

—

often pursued with a rigor that leaves too little room for

simple visual pleasure—has particularly harmed those

great painters who were unfortunate enough to encour-

age emulators or to be sought out by talented followers.

It is worrisome to see confusion between Prud'hon and

Constance Mayer, or Delacroix and Pierre Andrieu, or

Corot and Paul-Desire Trouillebert shedding such damn-

ing light on the master's weaknesses and limitations while

doing little to elevate the follower's reputation. In this

regard, Gustave Moreau was no doubt the most sensible

of all. He wore white gloves when he looked at his stu-

dents' works and forbade unauthorized intrusions into the

secret lair in which he kept his own precious gems. How
astonished and disappointed Georges Rouault was, when

he finally entered that closed studio as its new curator, to

find that it contained several hundred unfinished canvases

and nothing more!

Today, artistic debate no longer centers on the quality

or importance of a given work but rather on the degree to

which a collaborator helped create it. Pleasure—or its

absence—must be put to this test, which reassuringly

claims to remove all chance and uncertainty. But what

does one gain by being so conditioned by an absurd desire

for historical truth that one excessively admires a second-

rate autograph work and disdains a first-rate collabora-

tive one? Rubens poses just such a dilemma, as did Raphael

before him.

The example of Ingres is particularly enlightening to

any discussion of collaborative practices. Over the course

of the last hundred years, the issue has gradually taken on

greater significance with respect to his work, as informa-

tion concerning the role of his students becomes more

precise and accurate. Analysis of the phenomenon has

progressed slowly and gradually, study by study, biogra-

phy by biography—no doubt for fear of seeing the

entire edifice of a remarkable body of work crumble too

quickly into suspicion. Nonetheless, collation of the vari-

ous accounts and documents, as well as examination of

unpublished papers in the Musee Ingres, Montauban (a

task, I hasten to admit, that is nowhere near complete as

of this writing), only confirms what certain purists proba-

bly wish would never be revealed: that Ingres often relied

on the pencil or brush of a follower, even in genres in

which he had attained such a level of perfection that one

would not expect a given work to be "soiled" by others'

hands. The painted portrait, the absolute bastion of

Ingres's genius, is no exception (even if the present

commercial value of these works has kept it from being

suggested too freely that the master overcharged for

paintings he had not created entirely alone).

Ingres's earliest biographers took great pains, out of

deference, to allay even the slightest doubt as to the

authenticity of his paintings. Allusions to his collabora-

tors are all but nonexistent before the twentieth cen-

tury, and Amaury-Duval, in his important book L 'Atelier

d'Ingres (1878), was intentionally silent on practices that

he had been told about but had not witnessed firsthand.

While he apparently never worked for Ingres himself, his

anecdote regarding the Muse's hand in the portrait of

Cherubini not only omits any mention of Henri Lehmann's

work on that figure but even suggests that Ingres was its

sole author. Devout falsehood or simple ignorance?

What is known about this episode comes from other

sources—mainly from Raymond Baize and Paul Flandrin,

who were interviewed long after Ingres's death, but also

from anonymous collaborators who shared their small,

almost insignificant confidences with historians.

In aiming to understand Ingres's collaborative process,

I must extend my analysis to his entire oeuvre, for this

phenomenon cannot be properly examined on the basis of

Opposite: Fig. 305. Detail of Studyfor "Madame Moitessier Seated" (cat. no. 144)



Fig. 306. Jacques-Louis David (1748—

1825). Madame Re'camier, 1800. Oil on

canvas, 68^ x 96 Vg in. (174 x 224 cm).

Musee du Louvre, Paris

his portraiture alone. The weight of tradition, customary

practice at the beginning of the nineteenth century, and

Ingres's character must also be considered. Of preemi-

nent importance, however, is the fact that he was a stu-

dent of Jacques-Louis David. In fact, research into

Ingres's collaborators has coincided with similar exami-

nations of the works of his last and most important

teacher, for it is well known that David did not hesitate to

ask for assistance from the most talented members of his

studio. Artists such as Jean-Germain Drouais, Francois-

Xavier Fabre, and Anne-Louis Girodet had the privilege

of helping him with several of his canvases, including the

Belisarius (Musee du Louvre, Paris) and the famous Inter-

vention ofthe Sabine Women (fig. 42). If David later called

on the somewhat less remarkable gifts of Georges

Rouget, at the height of his fame he nonetheless had had

Fig. 307. Madame Recamier, ca. 1800. Graphite and red chalk on paper,

2V
S
x 4'/ in. (6.8 x 11.3 cm). Musee Ingres, Montauban (867.3637)

the brilliant idea of using the true talents he came across

in his teaching.

It is no surprise, therefore, that in 1800 Ingres was

given the honor of participating in David's portrait of

Madame Recamier (fig. 306), for which he painted the

candelabra and the footrest. Tradition is not the only

source for this information: three modest yet eloquent

drawings from the Musee Ingres archives are visibly

related to the painting;
1

two show the same elements of

furniture and the third, the young woman's basic pose. It

is difficult to say whether these are preparatory studies or

sketches of the finished painting drawn by the young

artist to commemorate his prestigious assignment. But

the third drawing (fig. 307), which differs from the paint-

ing in numerous ways, remains puzzling. If it is a pro-

posal made for the overall composition, then it represents

Fig. 308. Madame Be'ranger, before 1806. Graphite and ink on

paper. Private collection
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Fig. 309. Detail of landscape in

Caroline Riviere (fig. 58)

an early instance of the competitiveness that soon caused

a rift between master and student. Ingres's famous por-

trait of 1806 depicting Napoleon seated on his throne

(cat. no. 10) seems to have been the final straw in the

deteriorating relationship, since the figure of the emperor

was apparently adapted from one that David had unsuc-

cessfully submitted to the Salon the year before, as wit-

nessed by a small sketch in the Musee des Beaux-Arts,

Lille. Before the break, which was not made public until

Ingres's submission of the painting to the Salon of 1806,

the young artist had created a "copy of a portrait for

David," mentioned in the list of works in the painter's

Notebook IX.
2
Unfortunately, nothing further is known

about this work (which, oddly enough, does not figure in

the more precise and exhaustive list in Notebook X), not

even whether the portrait Ingres copied was by David

himself. But the mention does confirm both the

significant bond between the two men during the years

1800 to 1805 and the reality of the student's contributions

to his master's paintings.

Ingres's participation in the portrait of Madame

Recamier greatly influenced his subsequent work. For

one thing, he adopted the same general approach almost

immediately afterward for his portrait of Madame

Beranger (a painting that was either never completed or

has since been lost, but whose overall composition has

recently become known through a pencil-and-ink sketch

[fig. 308]),
3 and then again for his portrait of Madame de

Senonnes, as witnessed by the preliminary sketches

(figs. 128—30). But more important is the fact that Ingres

surely found in his work with David a justification for

the practice of collaboration: he believed himself entitled

to use the services of others, and he did so in ways that

ultimately proved more of a help than a hindrance to his

reputation. In that regard, he seems always to have main-

tained a certain respect for David—the painter, if not the

man. By imitating his master in this way, Ingres remained

David's pupil to the end of his life, as well as his most

lucid successor. His inclusion of David's profile in the

1865 drawing Homer Deified (fig. 316) may thus be seen as

a final homage and a moving pardon toward a master he

had long ago rejected.

Ingres's collaborative practices were not truly consis-

tent throughout his career. By the time he was an elderly

artist, he had trained many talented assistants whom he

had come to trust, and he used helpers almost as proxies,

to complete his numerous commissions more quickly.

However, during the first years of his stay in Italy, begin-

ning in 1806, he sought help for another reason (the con-

stant specter of poverty indicates that he was anything

but overworked). It seems that the young master was

looking at that time for artists who were especially tal-

ented in areas, such as landscapes, that were outside his

own abilities and interests. It was, in fact, only after his

return to Paris in 1824 that Ingres began to adopt the

truly collaborative practices he had learned with David.

Despite Ingres's use of help in the early years in Rome,

it is difficult to credit the hypothesis advanced in 1985 by

Helene Toussaint that an outside hand, perhaps that of

Pierre-Henri de Valenciennes, executed the charming

landscape that appears in the background of the portrait

of Caroline Riviere, a work completed in 1805 (fig. 309).
4
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Fig. 310. Ingres, with Franjois-Marius Granet (1775— 1849). Detail of

landscape in Charles-Joseph-Laurent Cordier (fig. 93)

Toussaint argues that the landscape is neither in character

with Ingres's work nor particularly well integrated with

the figure of the girl—as the rather clumsy arrangement

of the foreground would indeed attest. But a professional

landscape painter like Valenciennes would probably have

done a better job ofmatching his work to Ingres's, as artists

such as Francois-Marius Granet, Alexandre Desgoffe,

and Paul Flandrin later did. It is true that Ingres had had

little landscape experience in David's studio beyond the

customary classical ruins and ancient citadels, for the mas-

ter's teaching (like Ingres's own later on) was almost exclu-

sively based on portraying the human body and making

copies of assigned works. Yet it is also easily imaginable

that Ingres—faced with a patron's difficult request

—

managed to fulfill it, however awkwardly, by imitating

the currently popular landscape style of Valenciennes's

followers. (Although it has never been securely established,

it seems that the landscape was included because of an

imperative request made by Philibert Riviere himself.)

Ingres's first known collaborator was his friend Granet,

a landscape artist and genre painter. This is revealed by

the last will, dated April 14, 1866, of the comtesse Mortier,

nee Leonie Cordier, which tells us clearly, but not with-

out an unfortunate spelling error, just who created the

background in the 1811 portrait of her father (figs. 93,

310), which she was then bequeathing to the Louvre: "I

leave to the Musee du Louvre as an outright gift, and on

the express condition that the painting will be exhibited in

the Louvre galleries among the works of the great mod-

ern painters, with a mention of my father's name in the

catalogue, the magnificent portrait that Ingres painted of

him, depicting in the background the Temple of Cybele

painted by Grasset." 5 Even if Granet still enjoyed in 1866

the public favor he has largely since lost, such an admis-

sion of collaboration was hardly conducive to enhancing

the value of the portrait. If anything, it demonstrates

great honesty on the part of the donor, who was convey-

ing information already widely known in her family:

Ingres had obviously not bothered to hide from Cordier a

friend's collaboration in the execution of his portrait.

A similar style and a strict chronological correspon-

dence indicate that Granet was also responsible for the

backgrounds in a portrait of himself, from about 1809

(cat. no. 25), and in another, from about the same time, of

Joseph-Antoine Moltedo (cat. no. 27), in addition to a

later one of Count Gouriev (cat. no. 86, fig. 311). In its

cartons of unpublished documents, the Musee Ingres has

the preparatory sketch for the landscape in the Gouriev

portrait (fig. 3 12).
6
This panoramic view of a property

that the Russian minister owned in Italy is stained with a

few spots of blue paint that may be of the same hue as the

magnificent sky in the finished work. The drawing can-

not be conclusively attributed to Granet, but it may very

well be his. Again, as in the portrait of Caroline Riviere,

the landscapes in these four works must be considered in

light of the fact that Ingres was obviously not used to

painting such scenes and quite likely even distrusted his

aptitude in that area.7 Having a landscape expert among

his friends made it all the more tempting to use someone

else's services in order to enhance his own work—and it

was a temptation he did not resist.

During his first stay in Rome, Ingres also introduced

landscape backgrounds into several of his portrait draw-

ings, which served for a while as his principal means of

livelihood. The archives of the Musee Ingres contain a

group of some forty landscapes in pencil, all quite similar

in style and format;
8
the number in ink that each bears in

one corner indicates that they all came from the same

sketchbook. Among these landscapes, one can easily rec-

ognize most of those Ingres used in his portrait drawings

from the years 1811 to 1818, that is, the portraits of Charles
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Fig. 311. Ingres, with Francois-

Marius Granet (1775-1849) (?).

Detail of landscape in Count Gouriev

(cat. no. 86)

Marcotte and Philippe Petit-Radel (both 1811; fig. 112,

N 67); an unknown man (ca. 181 1; N 74); Adolphe

Colombet de Landos (ca. 1810; N 83); the Montagu sis-

ters (1815; N 158); Mrs. Mackie, Mrs. Badham, and Lord

Grantham (1816; cat. nos. 60, 62, 64); Sebastiani

(undated; N 218); Louis-Etienne Dulong de Rosnay and

Alexandre Benard (both 1818; N 231, 235). He recopied

these in whole or in part (figs. 313, 314) and even used the

same sketch for the backgrounds of two different portraits.

Who was the author of this sketchbook, which was

attributed to Ingres by all the specialists and by the cura-

tors at Montauban? I have cautiously given him the name

the "Master of the Little Dots," 9 because of his singular

habit of covering his compositions with dotted lines (per-

haps traced in a camera obscura) that were intended as

markers for the placement of various elements. Helene

Toussaint has suggested he may be Francois Mazois, an

architect to the court of Naples and a friend of Ingres,

basing the identification on a comparison of the drawings

from Montauban with one in the Bibliotheque Nationale

in Paris.
10
However, I cannot second this ingenious sug-

gestion, especially since it rests on the study of a single

drawing, which may not even be typical of Mazois; fur-

thermore, although the Paris drawing bears an undeniable

resemblance to those in the sketchbook, the similarity is

far from conclusive. Finally, the fairly mediocre quality

-*wa!'/ -

Fig. 312. Francois-Marius Granet

(1775-1849) (?). View ofPalombara

Sabina, before 1821. Ink and wash

on paper. Musee Ingres, Montauban
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of the drawings in the sketchbook—which violate the

most elementary rules of perspective—is hardly worthy

of an architect. That said, my curiosity was especially

piqued by the recent appearance of two Roman land-

scapes (private collection, Paris), depicting the Ponte

Fabricio and the Porta San Sebastiano, that seem to be

much more clearly related to the ones by the "Master of

the Little Dots." Whatever differences exist can be

explained by the Roman works' later date of 1825, which

is written on each of the drawings. Mazois's return to

France in 18 19 unfortunately rules him out as the source

of the two Roman works, which further weakens his tie

to the landscapes in the dismembered Montauban sketch-

book. Prudence requires that the real author remain

anonymous a while longer. But it is nonetheless interest-

ing to see that Ingres, while surely recognizing the limita-

tions of the drawings in the sketchbook, did not hesitate

to use them extensively. Something of the originals'

limpness is still discernible in Ingres's copies, although it

is effectively minimized by his conscious efforts to main-

tain a light touch.

During his first Italian journey, Ingres did not have to

deal with collaborations on his history paintings, which,

though potentially difficult, were the most important

ones for him. That he was nonetheless at least helped in

his research for such works is attested by a group of

stumped-charcoal drawings depicting drapery, some of

which were clearly preparatory studies for the apostles'

cloaks in the contemporaneous Christ Giving the Keys to

Saint Peter (fig. 106)." While the highlights and shadows
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Fig. 315. The Apotheosis ofHomer,

1827 (W 168). Oil on canvas,
J£)

7Z x

79^ in. (152 x 203 cm). Musee du

Louvre, Paris

in these studies are too heavily accented to belong to

Ingres's visual vocabulary, he must have considered the

works a kind of source book for his new pursuit of paint-

ing austere draped figures inspired by Christianity. Still,

the rather mundane landscape in the painting, with its

ridiculously scrawny palm tree, only confirms how bored

the artist must have felt at having to render such ele-

ments, which were obligatory in historical scenes—even

as it leaves us certain that no outside hand joined in the

composition of the work. Similar claims may be made for

The Entry into Paris ofthe Dauphin, the Future Charles V
(fig. 136), with its banal, papier-mache decor. Nonethe-

less, the anecdote of Ingres posing for his friend Abraham

Constantin for the figure of the Virgin in The Vow of

Louis XIII (fig. 146)
12—the drawings exist at the Musee

Ingres' 3—confirms that by the end of his stay in Italy, he

had become accustomed to taking help wherever he

could find it. When it was not available from models,

engravings, antiquities, or paintings, he had no qualms

about approaching other artists. However, the temptation

to employ an outside hand in his history paintings had

not yet crossed his mind in any concrete way.

The opening of Ingres's private teaching studio in

Paris at the end of 1825 and his subsequent appointment

as a professor at the Ecole des Beaux-Arts in December

1829 had major consequences for the rest of his career: he

could now revive, with a whole new generation, the col-

laborative practices he had witnessed at David's studio

more than twenty years earlier. The first person he turned

to as an assistant was a fellow artist from Montauban,

Prosper Debia—no doubt because none of his young

students was as yet sufficiently trained. Debia, who

helped Ingres complete The Apotheosis ofHomer (fig. 315)

on schedule, gave the following account of their work

together in his short memoir of Ingres:

An exhibition ofworks by living painters was announced

for the following year (1827); I had offered to help. The

opening of the Salon having been considerably delayed, I

arrived in Paris too soon, and I ended up staying there

much longer than anticipated. But then, what an invalu-

able compensation was in store for me!

At the Louvre, they were decorating a gallery to

display antiquities collected from the ruins of cities buried

Fig. 316. Homer Deified, 1864-65. Graphite, ink wash, and white

highlights on paper, 29^ x 33',/ in. (76 x 85.5 cm). Musee du Louvre,

Paris
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Fig. 317. Hippolyte Flandrin (1809-1864). Head of Ingres from Study

for "The Martyrdom ofSaint Symphorian" before 1832. Oil on paper,

mounted on canvas, 9'^ x in. (24.5 x 20.5 cm). Musee Ingres,

Montauban (867.89)

under the ashes of Vesuvius. The artists hired to create

important works, mainly for the ceiling of that gallery,

called the Galerie Charles X, requested the same delay

as for the opening of the Salon. . . .

My illustrious friend had never liked having deadlines

hanging over him. This was made all the worse by the

fact that he had barely finished sketching out his

canvas: he had made only a great many preparatory

drawings, most ofthem done in pencil on paper to

serve as guidelines.

In that perilous situation, forced to enter without

delay into a supreme struggle upon whose outcome

the triumph of a still uncertain reputation rested, Ingres

had no choice but to pull himself out of the lengthy

hesitations to which his mind had become accustomed

under the influence of the outrageous criticisms leveled

at his peerless talents, which went unrecognized for far

too long.

To surmount this irksome obstacle, the support of

friendship was perhaps not entirely useless, and I dare add

that it did not fail him. Even if, in the rapid execution

of that masterpiece and upon the master's friendly

invitation, my feeble brush was occasionally fortunate

enough to dab the canvas at his side—this is an honor

Fig. 318. Detail of Louis-Francois Benin (cat. no. 99)

that will never fade from my memory—I have no

illusions about the title of "collaborator," which, in a

moment of indulgent effusiveness, the great artist wished

to attribute to me. Nonetheless, this kind of participation

served as a basis for the personal closeness, henceforth

unshakable, that grew between that great reformer of

the school and the devoted friend who remained with

him until the finished painting was installed for the

grand opening of the Galerie Charles X. 14

The collaboration was, of course, carefully kept secret.

Debia's memoirs reached only a small audience, and

many historians attributed to Armand Cambon the honor

of having assisted Ingres on the scaffolding—a great

privilege indeed for someone who was barely eight years

old at the time!

No doubt the habit of collaboration was formed at that

exact moment, as Ingres realized that a less talented hand,

if well directed and totally controlled, could be of great

service to him without any major impact on the final

result. It is nonetheless doubtful that this kind of expedi-

ent always left him satisfied. He worked assiduously, for

example, to perfect the hastily executed composition of

The Apotheosis ofHomer, spending more than forty years
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on Homer Deified (fig. 316) to remove absolutely every

trace of collaboration, not only by poor Debia but also by

the archaeologist Desire Raoul-Rochette, who had helped

with the Greek and Latin inscriptions. Yet even in this

endeavor, he openly took inspiration from a plate in a work

by his friend the architect Jacques-Ignace Hittorff when

he changed the position of the temple in his composition.

The Martyrdom ofSaint Symphorian (fig. 169), commis-

sioned in the same period as The Apotheosis ofHomer but

not finished until the Salon of 1834, was certainly the first

painting that Ingres's students worked on. While no doc-

uments survive that would help to measure the extent of

their participation, there are two works by Hippolyte

Flandrin in the Musee Ingres that make some assump-

tions possible.' 5 The first, a small portrait of Ingres,

hooded and in profile (fig. 317), was used as the basis for

one of the figures in the background of the painting. The

second, a male nude standing with his hands behind his

back and his wrists visibly bound (as also shown in a

modello in a private collection), is clearly similar to the

first version of the pose for the main figure. It seems that

Flandrin, then a candidate for the Prix de Rome, was

already considered talented enough to assist his master

and even to make formal suggestions for a painting. Since

Flandrin left Paris in 1833 after winning the prize, he can-

not have participated in the execution of the painting

itself. But these two concrete testimonies to his involvement

in its genesis appear to indicate that this was the period in

which Ingres began to look to his studio for practical

assistance. Out of devotion to their master, the students

kept silent, but his own love for them led Ingres to preserve

at least two of the studies that one of them made, which

have now become invaluable as documentary evidence.

If one is to believe the contents of a letter dated

August 30, 1897, from the ceramist Ovide Scribe to Jules

Mommeja, curator of the Musee Ingres, it was the

obscure Duthanofer whom Ingres asked during that same

period to paint the chair and the celebrated reflection of

light on its arm in the portrait of Louis-Francois Bertin

(fig. 318, cat. no. 99): "When you go to see the portrait of

M. Bertin at the Louvre, please be sure to notice the point

of light on the arm of the chair. You can see a window

with its curtains in it. The chair was painted by Duthanofer,

a well-known decorator at the time. The master made

him do that point of light over five or six times, never

finding it quite detailed enough in its rendering of the

curtains. I heard this detail from a fellow disciple, the son

of that same Duthanofer."'
6
Scribe's statements should

often be taken with a grain of salt, but Duthanofer's son

apparently got the anecdote directly from his father. Still,

Duthanofer has never been listed among Ingres's close

friends, and no artist by that name figures in any of the

known lists of his students. Why would the master have

asked the decorator to render that point of light—

a

request that met with so little immediate success—instead

ofpainting it himself? Was he truly incapable of doing it?

Beyond the apparent implausibility of the story, what needs

to be underscored here is the presence of total strangers

in Ingres's circle, as well as the resultant difficulty in

quantifying them, or even, in some cases, of naming them.

Ingres's assumption of the directorship of the

Academie de France in Rome in 1835 marks the begin-

ning of true, full collaboration on his painted works.

Though far from Paris, he managed to gather a fair num-

ber of his students in Rome, among them the Flandrins

and the Baizes, Desgoffe, and sometimes Lehmann and

Theodore Chasseriau. The Villa Medici became for a

time the seat of a small court that revolved around Ingres

and his wife, Madeleine. The directorial couple were

accompanied on their travels by the members of this

inner circle and were frequently offered drawings that

these artists made during their own brief side trips—Paul

Flandrin to Naples, Desgoffe to Capri (these works were

most often diplomatically dedicated to Madame Ingres, a

powerful presence behind her husband). On occasion, the

master even recruited the amiable Charles Gounod into

this circle (cat. no. 117). A talented amateur draftsman,

Gounod compliantly acceded when asked by Ingres to

trace engravings under his supervision and then pro-

ceeded to entertain him at the piano with melodies by his

beloved Mozart; some of Gounod's copies were found

among Ingres's bequeathed papers in Montauban."

Too busy with the administrative functions that he had

conscientiously undertaken, Ingres had little time to work

on the four paintings he had promised to complete during

his six-year term as director: Antiochus and Stratonice for

the due d'Orleans (fig. 194), The Virgin with the Host for

the czarevitch, the future Czar Alexander II (fig. 200),

the Odalisque with Slave for Marcotte (fig. 190), and the

portrait of Luigi Cherubini (see cat. no. 119). As for Anti-

ochus and Stratonice, we have the famous anecdote related

by Charles Blanc:

How often they consulted nature! Whether one of

Ingres's students, one of the Baizes or one of the

Flandrins, got down on his knees and Ingres threw a

drapery over his back to capture by sheer good luck

several handsome folds, or whether the master himself,

running wild and half-dressed across the room, imagining
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Fig. 319. Ingres and unidenti

fied assistant. Detail of Back-

groundfor "Antiochus and

Stratonke, "ca. l825(?).

Graphite, ink, and wash on

paper, 23^ x 36^ in. (60.5 x

93.7 cm). Musee Ingres,

Montauban (867.2194b)

himself in the role of Seleucus, flung himself panting

onto a mattress to show his students the design of that

drapery, which he wanted them to make natural as well

as noble, expressive as well as beautiful. And what naive

goodwill in that small, squat, obese man, who, without

fearing that his actions might be comic, without even

suspecting it, imbued himself with the passions he had

to paint, to the point of mimicking the despair of an

ancient hero and courting ridicule in the hope of

attaining supreme beauty!'
8

It must be remembered that, at the time, no one yet

dared admit the importance of the contributions by

Ingres's students; Blanc, for example, reduced their role

to simple graphic assistance. Not until Henry Lapauze's

book appeared in 1911 did this more significant confes-

sion emerge from Raymond Baize: "Ingres was extremely

emotional about it: he actually cried. He related the sub-

ject to my brother and me several times while we worked.

I was the one who did the furniture and the lyre, which

changed position many times. My brother Paul had the

most extraordinary patience, for both this painting and

the Boss. Initially, before the columns that are now there,

the background included the Battle ofArbela, after the

mosaic in Pompeii, then the labors of Hercules, of which

almost nothing remains, and finally the columns and all

the architecture.'" 9 But we also know that the architect

Victor Baltard, then a pensioner at the Villa Medici,

helped the master conceive the antique decor of the

scene (see fig. 319) and that Madeleine Ingres posed for

Figure 320. Ingres and Henri Lehmann (1814-1882). Detail of

Cherubini and the Muse ofLyric Poetry (fig. 221)
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Fig. 321. Tracing ofa Figure ofSatanfor a Tetnpta-

v^-^i tion of Christ, 1836. Graphite and annotations in

ink, 6
1

/ x 8!/ in. (16.6 x 21.5 cm). Musee Ingres,

Montauban

1M ^.
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the doctor, Hippolyte Flandrin for the patient's arms, and

Ingres himself for the prostrate father.

Seeing Antiochus and Stratonice today, few would sus-

pect that so many people worked so hard to perfect it. It

is true that part of Ingres's genius was to harmonize his

collaborators' highly diverse talents, to direct them, to

even out the results of their work, and always to add the

finishing touches that would erase any hesitant passages

by a talent that did not accord with the rest. But were

there any such talents? The Flandrin brothers were

surely worthy successors to their master—so much so

that the perspicacious Baudelaire characterized Paul

Flandrin with this penetrating question in his Salon of

1845: "But who, then, is the extravagant one, the fanatic,

who first thought of Ingres-izing the countryside?"
30 As

for the Baizes, Ingres monopolized their talents for a

dozen years (1835-47), first in reproducing Raphael's

Loggias, then the Stanze, and thus guaranteed for himself

collaborators who were totally imbued with his own

principles, besides being servile executants and brilliant

copyists. (The Baizes' own work makes it quite clear that

this double enslavement, under Raphael and Ingres,

killed most of any individuality they might have had.)

While the master loved these four students like his own

sons, Hippolyte Flandrin remained in some ways the

favorite, thanks to his rapid success as a portraitist and

muralist. Flandrin's popularity, which both reflected the

excellence of his training and guaranteed the perpetua-

Fig. 322. Theodore Chasseriau (1819-1856). Figure

ofSatanfor a Temptation ofChrist, 1836—38. Oil on

canvas, 21 V
g
x 28 7/

g
in. (55 x 73.5 cm). Musee Ingres,

Montauban (867.180)
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tion of the Ingres studio's rules, also absolved him from

the duty of long-term collaboration.

The portrait of Cherubini and his Muse (fig. 221) was

the only painting by Ingres that became known as a col-

laborative work soon after it was made. Lehmann openly

acknowledged his participation in letters to Marie

d'Agoult: "I am also working for M. Ingres, which you

must not repeat since he intends to pass off what I am

doing for him as his own work, after touching it up, of

course" (October 24, 1840); "M. Ingres begged me to

help him. I had to choose. ... I thus agreed, and I am giv-

ing him all the time he wants. ... I will not tell you what I

am doing for him because he demanded the most absolute

discretion on the subject. All you need to know is that he

even trusts me with the most important things, and that

he is very happy" (December 16, 1840).
21 The painting

itself is not named—a promise is a promise—but it is

rather precisely situated in the chronology. Indeed, over

time, the bitumen used by Lehmann to add sheen to the

Muse's skin revealed all too well the quality of his partici-

pation (fig. 320). The entire figure is eroded, whereas that

of the musician still demonstrates the excellence of the

materials chosen by Ingres, who always maintained a

prudent distrust of the seductive product that destroyed

so many Romantic paintings.

The same requirement of secrecy—strictly applied to

students who were not in the inner circle of disciples

—

had previously been imposed on Chasseriau. By means

of a letter to Edouard Gatteaux dated November 19,

1836, Ingres commissioned Chasseriau to do a study for

Fig. 323. Raymond Baize (b. 1818). Studiesfor "The Iron Age,
"

1843—47. Graphite and red chalk on paper. Musee Ingres,

Montauban (MIC. 29)

a figure of Satan that he wanted to add to a Temptation

of Christ:

I must ask you, my dear fellow, to do me the favor of

helping me in something that I most urgently need.

The enclosed tracing will show you what I want. We
must therefore find among my students the one who

can render the best portrait of a model, and if you do

not come up with anyone better, I believe I can suggest

young Chasseriau. Ifyou would, then, please go find

him and pass on my offer to him. ... It is especially

important that he copy the type of individual as closely

as possible. Please impress upon him that this must be

kept strictly secret. He should close his studio to visitors

while he is working on it. Since I do not wish to hide

anything from you, the subject I am treating is the Lord

chasing the Devilfrom a mountaintop. The student

himself doesn't need to know this: all I need from him

is a simple figure of a Negro in that pose.
22

The Musee Ingres still has the tracing Ingres provided, as

well as the magnificent study that Chasseriau delivered in

1838 (figs. 321, 322). Although conforming to the sketch,

Chasseriau's figure stands out against a startling blue sky

that seems to have been an invention by the young stu-

dent, who was then barely nineteen years old. Ingres's

composition, apparently never completed, came to a pal-

try conclusion in a simple drawing from i860 dedicated

to Paul Lacroix. 23

The final period of Ingres's career, which covers his

last stay in Paris (1841—67), seems almost unimaginably

prolific for a painter who had a reputation for slowness

—

even if that supposed slowness should, in fact, be carefully

reconsidered. It is obvious that the presence of students at

his side—and the bad habits that he had gotten into for at

least two of his recent Roman canvases (Antiochus and

Stratonice and the portrait of Cherubini)—increasingly led

him to call upon the talents of the Baizes and Paul Flandrin,

and later of Armand Cambon. It might even be said that

Ingres's triumphant return to Paris and his official stature

as leader of the Neoclassical school encouraged him to

follow the course of least resistance. After all, the public

success of Antiochus and Stratonice and Louis-Philippe's

purchase of the portrait of Cherubini had excited almost

unanimous admiration (which these works still enjoy),

without in any way revealing the existence of assistants.

Since the participation of helpers had not caused the paint-

ings to be any less admired, why should Ingres fail to

avail himself of them? And so, when he repurchased The

Dream of Ossian (fig. 95) and Virgil Reciting from "The

Aeneid" (fig. 94), he entrusted his young followers with the

task of preparing the ground for his planned alterations.
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Ingres's first great commission of the 1840s—the dec-

oration of the Salon of Minerva in the Chateau de

Dampierre—was a gargantuan undertaking for a man

who loved small formats and sober, simple compositions

and who still remembered his troubles with The Apotheo-

sis of Homer and The Martyrdom of Saint Symphorian.

There are two artists whom scholars regularly mention

as clearly having assisted on the Dampierre project:

Alexandre Desgoffe for the landscape of The Golden Age

(fig. 204) and Auguste Pichon for the sadly empty archi-

tecture of The Iron Age. Unable to determine the exact

nature of his participation, art historians have neglected

the contribution of a certain Joseph Tourtin, who is

named in two letters to Gatteaux, dated October 9, 1844,

and July 21, 1845. They are also unaware of the role

played in Dampierre by a certain Francois Baranton (or

Barenton), who is mentioned several times by Scribe in

his letters to Mommeja. The ceramist claimed to be a

close friend of Baranton, an artist from Orleans who later

specialized in stained-glass windows. On November 10,

1897, Scribe wrote, "Let me tell you a little about The

Golden Age at Dampierre, the due de Luynes's resi-

dence. Since Baranton turned out to be the only assistant,

I got several details from him." 24 While Scribe's friend is

doubtless guilty of some boastfulness, since he was clearly

not the only assistant on The Golden Age, his assertion

should not be rejected entirely.

Only with The Iron Age, however, did Ingres's collab-

orative practices undergo a true evolution: apart from

two miserable sketches by the master, which Gatteaux

bequeathed to the Louvre, there are five drawings by

another artist, Raymond Baize, which impart most of what

is known about the composition. These works (fig. 323),

now in the Musee Ingres, are glued onto a single board,

and an inscription on the mounting paper clearly indicates

the author's name and the reason for the studies: "pour l'age

de fer par R. Baize" ("for the iron age by R. Baize").
2

' It

is not difficult to reconstruct the chain of events: Ingres,

suddenly realizing that his deadline for finishing the

mural paintings was fast approaching, had no choice but

to ask his faithful Raymond to start creating the first

groups of figures for The Iron Age, to which he had so far

given little thought. Just as quickly, he had the no less

considerate Pichon execute an ancient acropolis, which

was, moreover, derived largely from a design by Felix

Duban, the architect hired to restore the chateau. Because

of unforeseen circumstances—the Revolution of 1848,

then Madeleine Ingres's death the following year—these

initial drawings were not developed into preparatory

sketches, nor was the subject ever painted. Again, as

Chasseriau had done for the Temptation of Christ,

Ingres's collaborators had taken the project further than

the master himself had.

Several of Ingres's students copied his works during

this time. Among these were Hippolyte Flandrin, whose

version of the portrait of Cherubini (1843; Musee du

Chateau, Versailles) left out the Muse but had an astonish-

ing variation in the musician's right hand,
26

and Franz

Adolfvon Sturler, who copied the 1820 portrait of Bartolini

(1845; Museo Nacional del Prado, Madrid). The most
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Fig. 325. Ingres, Armand Cambon (1819-1885), and Michel

Dumas (1812-1885) (?). Saint Germaine Cousin ofPibrac, 1856

(W 278). Oil on canvas, 73 '/x 45^ in. (186.1 x 115.9 cm)- Saint-

Etienne de Sapiac, Montauban

important of such works was the second version of the

Odalisque with Slave, now in the Walters Art Gallery,

Baltimore (fig. 324), which was apparently executed in

1841 by Paul Flandrin. In the March 10, 1846, issue ofZe

Constitutionnel, Theophile Thore had written, "There

exists a repetition of that Odalisque with some changes,

painted in 1841 by M. Ingres himself, for the court of

Wiirttemberg. Collectors had a chance to see it exhibited

at M. Leopold's gallery on the boulevard Italien. The

background is a landscape, which gives the composition

air and space. We believe this was handled by M. Flandrin,

the best landscape artist of the Ingres school." 27 Although

pointedly stating that Ingres was the author of the paint-

ing, Thore also seems almost obliged to mention the

name of a student with regard to the landscape—even as

he feigns uncertainty.

However, in an article published on June 16, 1890, in

Le Courrier de Tarn-et- Garonne, Mommeja dared to pub-

lish an excerpt from a letter that he had received from

Paul Flandrin: "It is quite true that a repetition of the

Odalisque with Slave from the Marcotte collection was

made about 1841, since I am the one whom M. Ingres

assigned to copy it. I painted the entire canvas, figure and

landscape. The background landscape had been chosen

by M. Ingres from a sketch I had made of the due de

Luynes's park in Dampierre. As for the figure, it was

probably retouched by M. Ingres."
28

Flandrin may perhaps

be referring to the same "secret project for Ingres" that

Pierre Miquel mentioned, without further details, in his

commentary on the artist's work. 29 The content of this

letter is extremely important, since the second Odalisque

with Slave has never been contested as a work painted

solely by Ingres. Flandrin's statements may be attribut-

able to a flawed memory—his use of the word "proba-

bly" is astounding—or to his desire to appear as great a

painter as his master. Or perhaps they constitute a per-

fectly sincere admission that should prompt a reevalua-

tion of the attribution of the painting. Whatever the case,

Flandrin's confession indicates that student contributions

of such magnitude were entirely plausible, and must have

existed, and that the master's attentive supervision was

enough to ensure that he would receive credit for works

he may scarcely have touched.

The works of the 1850s are particularly eloquent in

this regard. Saint Germaine Cousin of Pibrac (fig. 325) is

visibly a collective labor by Ingres, Cambon, and Michel

Dumas; the Musee Ingres owns two studies for the saint's

hands by Dumas, 30 but naturally only Ingres signed the

painting. The Baizes clearly participated inJoan ofArc at

the Coronation of Charles VII (fig. 215), which was copied

by Pichon for the city of Orleans in the following years,

but with variants that suggest Ingres oversaw its execu-

tion. Paul Baize and Desgoffe similarly shared in the

making oiLa Source (fig. 202). But we do not know how

extensive the work of these collaborators was, nor at

what point the master began to intervene. The few extant

accounts of these paintings bear equal witness to the stu-

dents' love for Ingres and respect for his memory and to

their legitimate desire to see at least some of their contri-

butions recognized and appreciated.

The project of a ceiling for the Salon de l'Empereur in

the Hotel de Ville, Paris (1853), constituted an important

commission for Ingres, one in which he definitely had the

assistance of his students. Raymond Baize posed for the

emperor and drew Ingres as Nemesis in the central paint-

ing, The Apotheosis ofNapoleon I (fig. 210), but it was his

brother Paul who made, and signed, the charming oil

sketches for most of the figures and the eagles (fig. 326).

Perhaps we should also attribute to Paul the miniatures

PORTRAITS BY INGRES



Fig. 326. Paul Baize (1815— 1884). Sketch for "The Apotheosis of

Napoleon I" 1853. Oil on wood, 17Vx 13^ in. (45 x 34 cm).

Musee Ingres, Montauban (MIC.44)

in the Musee de Chateauroux, which for a long time

were attributed to Jules Bastien-Lepage and on which the

signature "Baize" was finally identified only a few years

ago. There is no doubt that the execution of the immense

central tondo required the help of faithful collaborators,

but their contributions can no longer be evaluated, since

the work was destroyed in a fire in 1871.

But in the allegories of the eight cities conquered by

Napoleon—Rome, Milan, Naples, Vienna, Moscow,

Cairo, Madrid, and Berlin—which were intended to sur-

round the main painting, the students finally appeared

completely as themselves, their works arrayed like con-

stellations around that of the master. Pichon, Desgoffe,

the two Baizes, Paul Flandrin, Sebastien Cornu, Albert

Magimel, and Cambon executed these in their entirety,

although contradictory lists and the destruction of the

paintings (of which no photographs exist) make it

difficult to determine how the labor was divided. The

numerous studies Ingres made for these figures 3 ' confirm

that nothing was painted without his approval. Neverthe-

less, studies for several of the figures, now in the Cambon

archives at the Musee Ingres,
32 seem to indicate that

Cambon was largely instrumental in putting the finishing

touches to some of the panels. These documents, while

not easily interpreted, constitute important pieces of

evidence. Ingres has never been thought responsible

for the ceiling panels in the Hotel de Ville, nor for those

that accompanied The Apotheosis ofHomer in the Galerie

Charles X, the latter having been executed by the Charles

brothers and Auguste Moench (when the painting was

later moved elsewhere, it was replaced by a superb copy

made in i860 by the Baizes and Dumas). To my mind,

this is a grave injustice, since the master's participation in

these two projects was total, lengthy, patient, and atten-

tive—as witnessed by the numerous extant drawings that

are indisputably in his hand.

By this time, certain of Ingres's students had earned

respectable reputations because they were truly talented

and, as their abilities grew, they were able to blend more

and more into the spirit and style of their master. Indeed,

who would imagine that students took part in Ingres's

last series of portraits, from the Comtesse d'Haussonville

of 1845 (cat. no. 125) to the celebrated Venus on Paphos of

i

Fig. 327. Ingres and unidentified assistant. Studyfor "Comtesse

d'Haussonville, "1845. Graphite on paper, 9
1/ x 6 3/ in. (23.4 x

17.2 cm). Musee Ingres, Montauban (867.259)
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1852—53 (fig- l4% which depicts the features of the beautiful

Madame Balay? The assertion seems incongruous at first,

for these paintings appear to represent the final flowering

of an artist who was unsurpassed as a portraitist. Yet cer-

tain undeniable facts must be recognized, and certain

clues deciphered that are offered by several drawings in

the Musee Ingres's catalogued archives and cartons of

unpublished works, as well as by a small sketch for the

second portrait ofMadame Moitessier.

The portrait of the comtesse d'Haussonville was pre-

ceded by an entire series of magnificent studies (cat. nos.

125— 131). Among these is a rather curious one—a virtuoso

ink sketch of the figure against a carefully rendered decor

in graphite (fig. 327). The styles of the two parts of the

drawing are so different that one must admit that a col-

laborator who specialized in the depiction of bourgeois

interiors, furniture, and knickknacks worked with Ingres

on those sections of the painting. After all, he had

already, for the 1842 portrait of the due d'Orleans (cat.

no. 121), engaged a rather mediocre drudge to draw the

wreathed column pattern decorating the wall covering in

the sitter's salon at the Tuilleries. 33 Could Ingres, ever

eager to be known as a history painter, stand to waste his

Fig. 328. Armand Cambon (1819-1885). Studyfor "Madame

Moitessier" (Wall Decorations) , ca. 1851. Graphite on paper. Musee

Ingres, Montauban

time painting upholstered white armchairs or porcelain

vases and opera glasses on a mantelpiece? Plagued as he

considered himself by portrait commissions during the

last twenty years of his life, could he really set aside

fables and antiquity for such petty occupations? No

doubt he preferred to leave them to the faithful Cambon,

who many times in his own paintings had demonstrated a

real genius for depicting materials, objects, and reflections

of light on furniture. It was Cambon who had taken the

liberty, for the Salon of 1864, of painting a Galel (Musee

Ingres, Montauban) that was simply a barely disguised

variation on his master's Bather of Valpincon (fig. 81), yet

surrounded by a wealth of multicolored draperies ren-

dered with prodigious virtuosity. Unfortunately, the

figure itself was much less successful.

Cambon enjoyed a privileged position with Ingres. A
relative and fellow native of Montauban, he was very

close to the artist, who later made him executor of his

estate and helped him become the director of the Musee

de Montauban, as well as author of its first catalogue. A

drawing signed by Cambon and preserved in Ingres's

files (fig. 328) is captioned "Vierge a l'hostie" ("Virgin

with the Host") but obviously depicts part of the wall

decorations for the first portrait of Madame Moitessier,

dated 1851 (cat. no. 133). Though small, the sheet effec-

tively conveys the quality of Cambon's contributions to

the large female likenesses of Ingres's final years—and

even to certain other canvases, since the caption is evi-

dently related to the repetition of The Virgin with the Host

that was executed for Madame Marcotte at the same time

as the portrait (private collection, London).

The second portrait of Madame Moitessier, completed

in 1856 (cat. no. 134), raises other questions, since the

drawn studies and painted sketch for its background, all

at the Musee Ingres,34 hardly resemble Cambon's charac-

teristic work, which is always—and sometimes overly

—

elegant in style. No doubt Cambon was unavailable for

some reason, and Ingres resolved to use another artist,

who first drew at his request eight studies of furniture on

blue-gray paper (fig. 269). The same artist then made the

small painted study (cat. no. 144), on which he summarily

brushed in a few suggestions from the drawings around a

simple outline of the figure painted by the master. The

final painting took another approach, however, and was

based mainly on drawings different from those used for

the study in Montauban. Was the execution of the magni-

ficent decor in the London portrait left to the assistant

who had initially created it? Whether or not he actually

painted it, he certainly at least sketched it onto the canvas.
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Fig. 329. After Agostino Tassi (1 565—1644). The Investiture of

Taddeo Barberini, ca. 1S14. Graphite on paper, io 5^ x 8 3/ in.

(26.9 x 22.2 cm). Musee Ingres, Montauban (867.1250)

The indisputable presence of collaborators on these

marvelous late portraits implies that assistants may

also have worked on the likenesses of the baronne de

Rothschild, dated 1848 (cat. no. 132), and the princesse de

Broglie, dated 1853 (cat. no. 145). These two works,

together with the previously mentioned portraits from

the same period, form a group marked by a remarkable

homogeneity of spirit, equal to that of the marvelous

male portraits made with Granet almost forty years

earlier. Both portraits contain crests of arms and wallpa-

per designs of a simplicity that suggests Ingres indeed

relegated them to a humble and grateful assistant. It is

obvious that the master was the one who conceived of

the compositions, and the only one who executed the

figures. It is also certain that he himself designed the

arrangement of the draperies—even consulting the sit-

ters on the choice of garments; witness, for example, the

beautiful drawn studies of the stunning gown worn by

Baronne de Rothschild (Musee Ingres, Montauban)."

But Ingres was probably tempted to entrust to another

talented painter, whether Cambon or someone else, the

tasks of detailing the folds and painting in the acces-

sories and jewelry, all the while reserving the right to

add the final touches, the very ones that confer on

these paintings their artistic value and authentically

Ingresque character.

In the highly finished portrait of Madame Gonse

(fig. 208), the skin is so fine as to be almost transparent,

with the sketch lines underneath barely concealed, yet the

fabrics are generally painted with much thicker strokes.

More advanced scientific analysis will one day help to

clarify the real differences in treatment among the vari-

ous portions of this work: they should confirm Ingres's

ultimate responsibility for the painting, while still acknowl-

edging the subtle gradations of interventions by other

hands. It is known that one of the Baizes copied the portrait

of the comtesse d'Haussonville and that Paul Flandrin

copied the one of the baronne de Rothschild;'
6
there are

many repetitions of Ingres's three late self-portraits,

including those by Etienne-Francois Haro, Cambon, and

Mademoiselle Jacquiot. Perhaps these works provide

clues to the identities of Ingres's last assistants: could the

same hands that copied them have had the opportunity to

participate as well in the execution of the original canvases?

As to the talent of Ingres's student assistants, at least

partial credence may be given to Baudelaire's insightful

judgment in his review of the Salon of 1846:

Around M. Ingres, whose teachings must inspire some

kind of fanatical austerity, are grouped several men, the

best known being Messrs. FLANDRIN, LEHMANN,
and AMAURY DUVAL. But what an immense distance

from master to students! M. Ingres is still alone in his

school. His method is the result of his nature, and

however bizarre and obstinate it might be, it is sincere,

which is to say, involuntary. Passionate lover of antiquity

and its model, respectful servant of nature, he makes

portraits that rival the best Roman sculptures. These

gentlemen have—coldly, willfully, pedantically

—

translated the unpleasant and unpopular part of his

genius into a system; for what distinguishes them is

pedantry, above all. What they saw and studied in the

master is curiosity and erudition. Whence their

attempts at thinness, pallor, and all those ridiculous

conventions, adopted without reflection or good faith.

They have gone far, very far, back into the past, to

copy with servile childishness some deplorable errors,

and have voluntarily denied themselves all the resources

of execution and success that the experience of centuries

had prepared for them. 37

Already a bit dated at the time, Baudelaire's judgment

must be revised in light of developments during the fol-

lowing decade. First of all, the talent of these students

(which was still difficult to appreciate in 1846) grew con-
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siderably over the next ten years; a few of them even

became masters in their own right. As for the "Boss," his

final period was characterized by a greater suppleness of

line, by a more youthful style, that might even be attrib-

uted to the influence of the younger generation of artists

he had helped to form. Ingres's art had always taken

inspiration from others, first the ancients, then his con-

temporaries; so why not from his own students as well? It

is no doubt remarkable, but not really surprising, that he

may have studied Hippolyte Flandrin's sketched portrait

ofMadame Balay—whether the original or a tracing of it

given to him by Paul Flandrin—in creating his Venus on

Paphos, or that he copied almost line for line an engraving

by Victor Mottez after a composition by Charles Le Brun

for the decor in his Moliere at the Table ofLouis XIV. The

close community in which these individuals lived, their

constant communication and profound aesthetic compati-

bility, could not fail to encourage all sorts ofstrange, fertile,

and multifarious influences: the master acted as the stu-

dents' guide, but the students also served as a source of

renewal for him. In fact, Ingres's style had always drawn its

strength and originality from the continuity of such multi-

directional interchanges. When Pichon was assigned to

"restore" the Virgil Reciting from "The Aeneid," which

Ingres had left virtually as a sketch after trying several times

to perfect it, or when the Baizes discovered and restored

canvases that Ingres had disowned and given to them

covered with a coat of white paint, no one accused them

ofhaving betrayed or destroyed these works. Instead, they

received as much praise as the master himselfwould have.

One example seems fairly typical: The Investiture of

Taddeo Barherini (fig. 329). This work was a copy of a

painting by Agostino Tassi, drawn from a tracing made

by Ingres about 18 14. Raymond Baize, who inherited it,

later confided his thoughts to Henry Lapauze: "Ingres

bequeathed to me a very large drawing on rice paper,

depicting the crowning of a prince by Pope Urban VIII

in the chapel of the Quirinale. He left me this important

work, composed of almost one hundred figures, and

inscribed on it the names of the garments and their colors,

thinking that I might finish it—which I have scrupu-

lously kept from doing." 38 But, as Lapauze suspected, it

was probably Baize himself who colored the principal

group of figures with some cursory touches of paint. No

doubt he then hesitated, either because of the fragility of

the paper or the difficulty of the task, leaving his attempt

unfinished and therefore rather inelegant. Yet Baize's

scruples, which sounded very honorable several decades

after the master's death, do not seem quite appropriate in

light of the fact that he so often wielded Ingres's brush in

his stead. Clearly, what Baize found himself lacking more

than anything else was an encouraging or a dissuasive

word from the master—for although Ingres's students

may have painted on his canvases, it was his guidance

that made their work convincing and prevented it from

falling into pastiche. Ingres's mastery of painting gave

him the right to approve, have redone, or completely

reject the slightest detail executed by an assistant. Every

one of his paintings, therefore, forms a part of his

oeuvre, even if he sometimes felt the need to find allies

and substitutes for his own hands. More than anything,

it was the power of Ingres's will and his intellectual

control that brought about the mysterious alchemy that

creates masterpieces.
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"On decorait, au Louvre, une galerie destinee a recevoir les

antiquites recueillies dans les mines des cites ensevelies sous les

cendres du Vesuve. Les artistes charges d'executer des oeuvres

importantes, principalernent au plafond de cette galerie, dite

galerie Charles X, solliciterent le retard apporte a l'ouverture

du salon. . .

.

"Mon illustre ami n'avait jamais aime d'etre ainsi limite par

le temps. Il se trouvait d'autant plus embarrasse qu'il avait a

peine arrete le trait sur la toile: seulement il avait fait un grand

nombre d'etudes preparatoires, tracees la plupart au crayon, sur

papier, pour lui servir d'indication.
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rapide de ce chef-d'oeuvre et sur l'invitation amicale du maitre,
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poser sur la toile a cote du sien, c'est la un honneur dont le sou-

venir ne s'effacera jamais de ma memoire, sans m'aveugler

toutefois, sur le titre de collaborateur que, dans un moment

d'indulgente effusion, le grand artiste voulait bien m'attribuer.

Neanmoins, cette sorte de participation servit de base a l'inti-
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teur de l'ecole et l'ami devoue qui etait reste a ses cotes jusqu'a
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17. Musee Ingres, unpublished drawings.
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eperdu et deshabille a travers la chambre, et jouant en pensee le

role de Seleucus, vint se precipiter haletant sur un matelas pour

fournir a ses eleves le motif de cette draperie, qu'il voulait
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qui, sans craindre le comique de son action, sans meme le

soupconner, se penetrait des passions qu'il avait a peindre, au

point de mimer le desespoir d'un heros antique, et frisait le

ridicule pour atteindre, s'il etait possible, a la supreme beaute!"

Blanc 1870, p. 118; quoted in Montauban 1993-94, p. 12.

19. "L'emotion de Ingres etait extreme: il en pleurait. Il nous

raconta le sujet plusieurs fois pendant que nous y travaillions,

mon frere et moi. C'est moi qui ai fait les meubles et la lyre,
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puis des travaux d'Hercule, dont il ne reste presque rien,
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dans une chose qui me fait le plus grand besoin. Le caique ci-

joint vous indiquera ce que je veux. Il faut done trouver parmi

mes eleves celui qui sait le mieux faire le portrait d'un modele,

et, si vous ne me trouvez mieux, je crois pouvoir vous designer

le jeune Chasseriau. Je vous prie done de me l'envoyer chercher

et de lui faire part de ma proposition. . . . Surtout qu'il copie le

type de l'individu le plus possible. Je vous prie de lui recom-

mander le plus grand secret. Qu'il ferme son atelier aux desoeu-

vres pendant ce temps. Comme je ne dois rien vous cacher, le

sujet que je veux traiter est le Seigneur chassant le demon du haut

de la montagne. Quant a l'eleve, il n'a pas besoin de le savoir: je

lui demande une simple figure de negre dans cette attitude."

Quoted in Delaborde 1870, pp. 319—20.

23. I subscribe to the commonly held opinion that this Temptation

of Christ was never painted, since it has not resurfaced in the

last 150 years. Still, it was fleetingly evoked in an article by the

architect Maurice Du Seigneur (1888, p. 327): "My friend

Zando can sit at the piano and play me a bit of overture, in the

low register, to render melodically the musical part of the

poem. First scene; the Buttes Montmartre at night, the cathedral

of Sacre-Coeur is unfinished and, in the scaffolding, working

by moonlight, a squad of laborers stand out in black silhouettes

like Callot's little devils. The Moulin de la Galette spreads its

wings enormously, a cat meows, and a white, white, white Pier-

rot comes toward me. Showing me Paris, he strikes the pose of

Satan in Ingres's painting of Christ in the desert. He seems to be

saying: Here is my Empire; then, pointing more specifically to

the plains of Monceaux, he says: Choose among all these resi-

dences, I give you Meissonnier's studio, the Palais Gaillard, the

house ofDumas II, or even the mansions of Jules Cousin on the

rue de Prony—choose. . .
." ("L'ami Zando peut se mettre au

piano et me faire un petit bout d'ouverture, dans les notes

graves, pour rendre d'une facon melodique la partie musicale
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du poeme. Premier tableau: les buttes Montmartre la nuit,

l'eglise du Sacre-Coeur est inachevee et, dans ses echafaudages,

travaillant au clair de lune, une escouade d'ouvriers qui se

detachent en silhouettes noires, semblables a des diablotins de

Callot. Le moulin de la Galette allonge demesurement ses ailes,

un chat miaule et Pierrot tout blanc, tout blanc, tout blanc

s'approche de moi, et, me montrant Paris, prend la pose de Satan

dans le tableau du Christ au desert, de M. Ingres. 11 semble me dire:

Voici mon Empire, puis me designant plus specialement la plaine

Monceaux, il me dit: choisis parmi toutes ces demeures, je te

donne l'atelier de Meissonier, le palais Gaillard, la maison de

Dumas II, ou meme les hotels de Jules Cousin, rue de Prony,

choisis. . . .")
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quelle austerite fanatisante, se sont groupes quelques hommes

dont les plus connus sont MM. FLANDRIN, LEHMANN et

AMAURY DUVAL. Mais quelle distance immense du maitre

aux eleves! M. Ingres est encore seul de son ecole. Sa methode

est le resultat de sa nature, et quelque bizarre et obstinee qu'elle

soit, elle est franche, et pour ainsi dire involontaire. Amoureux

passionne de l'antique et de son modele, respectueux serviteur

de la nature, il fait des portraits qui rivalisent avec les meilleures

sculptures romaines. Ces messieurs ont traduit en systeme,

froidement, de parti pris, pedantesquement, la partie deplaisante

et impopulaire de son genie; car ce qui les distingue avant tout,

e'est la pedanterie. Ce qu'ils ont vu et etudie dans le maitre,

e'est la curiosite et l'erudition. De la, ces recherches de mai-

greur, de paleur et toutes ces conventions ridicules, adoptees
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siecles." Baudelaire 1956, pp. 132, 140, n. 2, 156-59, 162.

38. "Ingres m'a legue un tres grand dessin sur papier vegetal,

representant le couronnement d'un prince par le pape Urbain

VIII, dans la chapelle du Quirinal. Il me legua cet important

travail compose de pres de cent figures et y inscrivit le nom des

vetements et leurs couleurs, pensant que je pourrais le terminer,

ce dont je me suis bien garde." Lapauze 1911a, pp. 145-46.
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CHRONOLOGY
Rebecca A. Rabinow

August 29, 1780

Jean-Auguste-Dominique Ingres is born in

Montauban, France. He is the eldest child of

Jean-Marie-Joseph Ingres (1755— 1814), a

sculptor, painter, and decorative stonemason,

and Anne Moulet (1758- 1817), the daughter of

a master wigmaker. The couple will have six

other children: Anne (1782-1784), Jacques

(1785— 1786), Augustine (1787— 1863), Anne-

Marie (1790-1870), and twin boys Pierre-Victor

(1799— 1803) an^ Thomas-Alexis (1799— 1821).

(Vignei997,pp. 13-15)

September 14, 1780

Baptized in the church of Saint-Jacques,

Montauban.

Fig. 331. Joseph Ingres and His Daughters

Augustine and Anne-Marie, ca. 1796. Graphite,

ink, and wash on paper, 6 V x 9^ in. (17.1 x

25.2 cm). Musee Ingres, Montauban (867.275)

1786-91

Attends the College des Freres des Ecoles

Chretiennes, Montauban.

1789

The French Revolution. The Bastille is stormed

on July 14, 1789; in late August of the same

year the Constituent Assembly issues the

Declaration of the Rights of Man.

Ingres's earliest-known signed drawing is

made this year.

(Ternois and Camesasca 1971, p. 83)

1790

Ingres's father is appointed a member of the

Academie Royale de Peinture, Sculpture et

Architecture, Toulouse.

1791-99

On June 21, 1791, King Louis XVI and Queen

Marie-Antoinette are arrested in Varennes.

The monarchy is abolished on August 10,

1792; Louis XVI is executed on January 21,

1793, Marie-Antoinette on October 16 of the

same year. After a period known as the Terror

(1793—94), French politics are dominated by a

series of coups d'etat, which continue until

Napoleon Bonaparte (1769-1821) assumes

power in 1799.

1791-97

Attends the Academie Royale de Peinture,

Sculpture et Architecture, Toulouse (renamed

during the Revolution as the Ecole Centrale du

Departement de Haute-Garonne). His teachers

are the painter Joseph Roques (1754— 1847),

the sculptor Jean-Pierre Vigan (1754— 1829),

and the landscape painter Jean Briant (1760—

1799). Ingres wins various drawing prizes

there, including awards tor life studies and

composition: "the young [student] . . . will

one day honor his country through [his] supe-

rior talents."

("ce jeune . . . honorera un jour sa patrie par la superiority

de [ses] talents." Ternois and Camesasca 1971, p. 83)

1794-96

Studies violin and performs with the Toulouse

orchestra.

August 1797

With his friend Guillaume Roques (1778-1848),

son of his first teacher, Ingres goes to Paris to

study with Jacques-Louis David (1748— 1825).

October 24, 1799

Accepted as a student at the Ecole des Beaux-

Arts, Paris.

November 1799

Napoleon dissolves the Directory and declares

a new republic. He serves as First Consul dur-

ing this period (known as the Consulate),

which lasts until May 1804.

October 4, 1800

Ingres, along with Joseph-Francois Ducq (1762-

1829), wins second place in the Prix de Rome
competition. The subject of the preliminary

concours (judged in late March) is Cincinnatus

Receiving the Deputies ofthe Senate (W 1;

location unknown). The definitive subject ot

the competition is Antiochus and Scipio (W 2;

destroyed). The first prize is won by another

of David's students, twenty-one-year-old

Jean-Pierre Granger (1799— 1840). Because

of their artistic prowess, Ingres and several

other students at the Ecole des Beaux-Arts

are exempted from military conscription.

In a letter of November 1800, Ingres's resi-

dence is listed as 29, rue des Jeuneurs.

(Suvee to the minister of war, November 23, 1800, in

Brunei and Julia 1984, letter no. 109, p. 211)

1800

Paints the candelabra and footrest in David's

portrait of Madame Recamier (fig. 306).

February 2, 1801

Ingres's painting of a male torso (fig. 44) is

awarded the Prix du Torse, a prize given by

the Ecole des Beaux-Arts for half-length figure

painting.

September 29, 1801

Wins the Grand Prix de Rome for The Ambas-

sadors ofAgamemnon (fig. 45). The subject of the

preliminary concours is Hector Bidding Farewell

to Andromache (W 6; location unknown).

Owing to the dismal state of French finances,

however, prizewinners are not permitted to

take the trip to Rome. Instead, the govern-

ment provides Ingres with a stipend of sixty

francs and a studio in the former Couvent des

Capucines. Ingres is not awarded his trip to

Italy until 1806.

December 17, 1801

Named a corresponding member of the Societe

des Sciences et Arts de Montauban.

(Ternois and Camesasca 1971, p. 83)

January 26, 1802

Napoleon becomes president of the Italian

Republic.

January 29, 1802

Ingres, along with Edouard Thomassin, wins

the Prix du Torse at the Ecole des Beaux-Arts

(W 9; Muzeum Narodowe, Warsaw).

Opposite: Fig. 330. Leon Bonnat (1833-1922)./.-A.-D. Ingres (detail). Oil on canvas, 31^x25'^ in. 545

(79 x 65 cm). Musee Bonnat, Bayonne



Fig. 332. Paul Flandrin (1811-1902), after

FleuryRichard(l777-l852). Ingres Posing Nude

in David's Studio, ca. 1800. Ink and graphite on

paper, 8 V
g
x 6 '/ in. (22 x 16 cm). Musee Ingres,

Montauban

September 2, 1802 (opening date)

Exhibits at the Paris Salon (held at the Museum

Central des Arts) for the first time: no. 719,

Portrait ofa Woman (W 12; location unknown).

Summer 1803

Receives a commission for the portrait Bonaparte

as First Consul {cat. no. 2). The painting, which

depicts Bonaparte pointing to a decree granting

the town of Liege 300,000 francs to rebuild areas

recently damaged by the Austrians, is unveiled

to the citizens of Liege on May 23, 1805.

Mid-May 1804

French Empire established. On December 2,

1804, Napoleon crowns himself emperor and

his wife Josephine empress at Notre-Dame

Cathedral, Paris. The following March

Napoleon is proclaimed king of Italy.

1804-5

Paints portraits of his father (cat. no. 4); the

engraver Desmarets (cat. no. 7); his childhood

friends Belveze-Foulon (cat. no. 6) and Jean-

Pierre-Francois Gilibert (cat. no. 5); the soon-

to-be mayor of Montauban, Joseph Vialetes

de Mortarieu (fig. 52); the sculptor Lorenzo

Bartolini (1777-1850), who had resided with

Ingres at the Couvent des Capucines in Paris

(fig. 53); the Rivieres (cat. no. 9; figs. 57, 58);

and others, as well as his Self-Portrait (see

cat. nos. 11, 147). In 1805 Ingres also begins

Napoleon Ion His Imperial Throne (cat. no. 10).

June 1806

Engaged to the artist and musician Marie-

Anne-Julie Forestier (b. 1782), daughter of a

lawyer to Parliament.

(Lapauze 1910)

September 1806

Receives state funding for his stay in Rome.

He travels there via Turin, Milan, Lodi,

Piacenza, Parma, Reggio, Modena, Bologna,

and Florence, and arrives at the Academie de

France on October 11. Studies perspective and

anatomy and draws from live models as well as

after the antique. Allotted a small room at San

Gaetano.

(Ingres to Pierre Forestier, October 5, 1806, in Boyer

d'Agen 1909, pp. 45-46; Meras 1967, p. 16)

September 15, 1806 (opening date)

Ingres (listed as a pensioner at the Ecole de

France in Rome and as a student of David)

exhibits several paintings at the Paris Salon,

the first Salon of the Empire, held at the Musee

Napoleon: no. 272, Napoleon I on His Imperial

Throne (cat. no. 10), loaned by the Corps

Legisiatif; and no. 273, several portraits exhib-

ited under the same number, including the

artist's Self-Portrait (see cat. nos. 11, 147),

Madame Philihert Riviere (cat. no. 9), Caroline

Riviere (fig. 58), and possiblyJoseph Ingres, the

Artist's Father (cat. no. 4). These works are not

well received by the critics, prompting Ingres

to comment, "So the Salon is the scene ofmy
disgrace; . . . The scoundrels, they waited until

I was away to assassinate my reputation. ... I

have never been so unhappy."

("Le Salon est done le theatre de ma honte; . . . Les

scelerats, ils ont attendu que je sois parti pour m'assassiner

de reputation. . . . jamais je n'ai ete si malheureux." Ingres

to Pierre Forestier, October 22, 1806, in Boyer d'Agen

1909, pp. 47-48)

November 23, 1806

Writes to his fiancee's father that he will never

again exhibit at the Salon, since it causes too

much suffering.

(Ingres to Pierre Forestier, November 23, 1806, in Boyer

d'Agen 1909, p. 49)

EwJAlNGHtSP* F'Wie.*

Fig. 333. Achille Reveil (1800-1851).

Engraving after Ingres 's 1804 Self-Portrait,

Revised ca. i85o. From Albert Magimel,

Oeuvres de J. A. Ingres (Paris, 1851), fig. 1

July 2, 1807

Breaks his engagement to Julie Forestier and

blames his self-doubt, the hardening of his

heart, and his unwillingness to return to Paris

on the negative criticism his works received at

the Salon.

(Lapauze 1910, p. 180)

February 1808

France occupies Rome; the following year

Napoleon declares the Papal States annexed to

France. Pope Pius VII (1742-1823) conse-

quently excommunicates Napoleon and the

French army in June 1809 and is imprisoned.

1808

The annual exhibition of the Academie de

France in Rome includes Ingres's recent Bather

of Valpincon and Oedipus and the Sphinx (figs.

81, 82). These paintings by Ingres, as well as

those by his fellow-student Joseph-Denis

Odevaere (1778-1830), are severely criticized

when they are sent to Paris.

(Lapauze 1924, vol. 2, p. 85)

Ca. 1808

Begins painting Venus Anadyomene (fig. 201);

finishes it forty years later.

1809

An international exhibition on the Campidoglio,

Rome, includes two portraits by Ingres (possi-

bly those of Francois-Marius Granet [cat. no. 25]

and Madame Duvaucey [fig. 87]) as well as his

Sleeping Nude (now known as The Sleeper of

Naples; see fig. 85). The latter is purchased

from the show by Joachim Murat (1767-1815),

famous French general, Napoleon's brother-in-

law, and the king of Naples from 1808 to 181 5.

(See p. 101 in this catalogue)

February 1810

Rome is proclaimed the second capital of the

French Empire.

November 1810

Having completed his term at the Villa Medici,

Ingres chooses to remain in Rome and rents

a room on the Via Gregoriana. Meanwhile,

a fellow pensioner at the Villa Medici, the

engraver Edouard Gatteaux (1788-1881), intro-

duces Ingres to Charles Marcotte (Marcotte

d'Argenteuil; 1773-1864), inspector general

of forests and waterways in Rome, whose por-

trait Ingres paints (cat. no. 26).

(Daniel Ternois in Amaury-Duval 1993, p. 46)

l8ll

Receives two commissions for Monte Cavallo,

a former papal residence in Rome being trans-

formed into an imperial palace for Napoleon:

Romulus, Conqueror ofAcron (fig. 96), for
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Josephine's apartments, and The Dream ofOssian

(fig. 95), for the ceiling of Napoleon's bedroom.

(Siegfried 1980a, pp. 236-37; Ingres to the Academie

Royale des Beaux-Arts, June [20], 1825, in Angrand 1982,

p. 48, n. 13)

Jupiter and Thetis (fig. 92) is the last student

exercise Ingres sends to the Academie des

Beaux-Arts from Rome; it is purchased by the

state twenty-three years later. He also works

on a number of portraits at this time.

1812-13

Allotted a large studio in the tribune of

Santissima Trinita dei Monti (a church adja-

cent to the Villa Medici) in which to work on

the paintings for Monte Cavallo as well as oth-

ers, such as Virgil Recitingfrom "The Aeneid"

(fig. 94), commissioned by General Miollis,

French governor of Rome, for his residence at

the Villa Aldobrandini.

In 181 3 Ingres paints his first version of

Raphael and the Fornarina (W 86; location

unknown) and works on The Sistine Chapel

(fig. 100), which Marcotte commissioned the

previous year.

(Vigne 1995a, p. 42; Ingres to the Academie Royale des

Beaux-Arts, June [20], 1825, in Angrand 1982, p. 48, n. 13)

December II, 1812

Asks parents' consent to marry Laura Laureta

Zoega (1784— 1825), the eldest daughter of a

Danish archaeologist residing in Rome. A short

time later Ingres breaks off the engagement,

explaining that his parents oppose the match

and that his future financial state is bleak.

(Rostrup 1969, pp. 119-23 [eb])

December 4, 1813

Marries Madeleine Chapelle (1782—1849), a

milliner from Gueret, in the church of San

Martino ai Monti; Ingres proposed to Chapelle

in a letter of August 7, 1813, written before the

two ever met.

March 14, 1814

Ingres's father dies at Montauban. At the end

ofAugust of this year, the artist's mother trav-

els to Rome for a brief visit with her son.

Spring 1814

Travels to Naples, where he executes the por-

traits of Napoleon's youngest sister, Queen

Caroline Murat (1782-1839; cat. no. 34), and

other members of the royal family. Ingres will

paint three additional works for the Murats:

the Grande Odalisaue (fig. 101), a pendant to

The Sleeper ofNaples (fig. 85); The Betrothal of

Raphael (fig. 102); and Paolo and Francesco

(fig. 103).

The Murats lose power the following year and

flee Naples, leaving many of their possessions,

including Ingres's paintings, in the royal

palace. After joachim Murat is executed in

October 1815, his family does not pay the artist

for the works they commissioned. This causes

Ingres great hardship; four years later he still

is paying debts incurred during this period.

(Ingres to Gilibert, July 7, 1818, in Boyer d'Agen 1909,

PP- 35-3<>)

April 6, 1814

After a series of military defeats, Napoleon

abdicates at Fontainebleau. French functionar-

ies leave Rome. In May the comte de Provence

(1755-1824), the future Louis XVIII, returns

to Paris and assumes the throne. The period

from 1814 to 1824, excluding a brief interlude

in 1815, is known as the Bourbon Restoration.

Fig. 334. Lorenzo Bartolini (1777— 1850).

Medallion ofJ.-A.-D. Ingres, 1806. Bronze,

diam. io 3
/^ in. (26.5 cm). Ecole des Beaux-Arts,

Paris

Mid-May 1814

Ingres has returned to Rome from Naples. In

a letter to Marcotte, he reports having recently

completed a replica aiRaphael and the Fornarina

(fig. 127) for the comte de Pourtales, whom
he charged 40 louis. Ingres also questions

whether Marcotte is absolutely positive that

he wants him to paint a third version of the

work.

(Louisville, Fort Worth 1983, p. 78; Ingres to Marcotte,

May 26, 1814, in Temois 1986b, pp. 182-83)

November I, 1814 (opening date)

Ingres (from Rome) exhibits at the Salon (held

at the Musee Royal des Arts, Paris): no. 533,

Don Pedro of Toledo Kissing the Sword of

Henry IV (W 101; later reworked [W 141], pri-

vate collection); no. 534, The Sistine Chapel

(fig. 100); no. 535, several portraits exhibited

under the same number (among them Charles

Marcotte [cat. no. 26]). Also included, although

not listed in the Salon catalogue, is the second

version of Raphael and the Fornarina (fig. 127).

Again Ingres's contributions are poorly

received by the critics.

(Siegfried 1980a, pp. 246, 262-63, 328-29, n. 83; Ingres to

Marcotte, May 26, 1814, in Temois 1986b, pp. 183-84)

I8I5

Ingres's wife endures a difficult childbirth, and

their baby does not survive. Paints and draws

portraits of diplomats and foreign tourists to

earn a living.

March 1815

After nine months of exile on the island of

Elba, Napoleon returns to France and resumes

power during a three-month period known as

the Hundred Days. On June 22, Napoleon is

again forced to abdicate and is exiled to the

island of Saint Helena in the southern Atlantic.

Louis XVIII resumes power. When Pope

Pius VII reclaims Monte Cavallo in Rome,

Ingres's paintings are among those removed

from the palace and placed in storage.

(Siegfried 1980a, p. 304)

March 14, 1817

Ingres's mother dies at Montauban.

1817

With the help of Charles Thevenin (1764—

1838), director of the Villa Medici, Ingres

receives a commission from the French ambas-

sador to Rome, the due de Blacas, to paint a

decoration for Santissima Trinita dei Monti on

the theme of Christ Giving the Keys to Saint

Peter (fig. 106). The painting, begun in the

spring of 1818, is finished in May 1820.

In November, receives a commission to paint

Roger Freeing Angelica (fig. 104) as an over-door

decoration in the Throne Room at Versailles.

(Bertin 1998, LR.119)

July 7, 1818

Writes to his friend Gilibert, "I still admire the

same things: in painting, Raphael and his cen-

tury, the Ancients above all, the divine Greeks;

in music Gltick [sic], Mozart, Haydn. My
library is composed of a score of books, mas-

terpieces that you know well. With all this, life

has many charms."

("Mes adorations sont toujours: en peinture, Raphael et

son siecle, les Anciens avant tous, les Grecs divins; en

musique, Gltick [sic], Mozart, Haydn. Ma bibliotheque est

composee d'une vingtaine de volumes, chefs-d'oeuvre que

tu devines bien. Avec cela, la vie a bien des charmes."

Ingres to Gilibert, July 7, i8[8,in Boyer d'Agen 1909,

P- 55)

I8l8-l8l9

Between Easter 1818 and Easter 1819, moves

from 34, Via Gregoriana to number 40 on the

same street.

(Angrand and Naef 1970a, p. 15, n. 20)
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June 1819

Travels to Florence at the invitation of his

friend Bartolini.

August 25, 1819 (opening date)

Ingres (from Rome) exhibits at the Salon (held

at the Musee Royal des Arts, Paris): no. 619,

Grande Odalisque (fig. 101), commissioned by

Caroline Murat but never delivered to her,

being instead purchased directly from the Salon

by the comte de Pourtales; no. 620, Philip Vand

the Marshal ofBerwick (W 120; private collec-

tion), painted for the duque d'Alba; and no. 1648,

the state-owned Roger Freeing Angelica (fig. 104).

Yet again Ingres complains that his contribu-

tions have been vilified by the French press.

(Siegfried 1980a, pp. 419—20, n. 3; Ingres to the Academie

Royale des Beaux-Arts, June [20], 1825, in Angrand, 1982,

p. 48,0. 13)

Mid-December 1819

At the request of Comte Amedee-David de

Pastoret (1791— 1857), a recently finished ver-

sion ofPaolo and Francesca (W 121; Musee des

Beaux-Arts, Angers) is included in the exhibi-

tion lottery organized by the Parisian Societe

des Amis des Arts.

(Angrand and Naef 1970a, pp. 1 5—16 [eb]; see also

Siegfried 1980a, pp. 421—26, n. 5.)

Summer 1820

Ingres and his wife move to Florence. They

stay first at Bartolini's palazzo, where Ingres

paints his host's portrait (fig. 135). In the spring

of 1821 Ingres and his wife move to 6550, Via

della Colonna and then to Ingres's studio on the

Via delle Belle Donne. By mid-April 1821 the

artist boasts oftwo superb studios in the middle

of Florence. While in Florence, he copies paint-

ings in the Uffizi Gallery and the Pitti Palace.

(Ingres to Gilibert, April 20, 1821, in Boyer d'Agen 1909,

pp. 67-69)

August 29, 1820

The French Ministry of the Interior commis-

sions The Vow ofLouis XIII {fig. 146) for the

cathedral of Notre-Dame, Montauban.

Although Ingres considers the sum he will

receive—3,000 francs—quite modest, he real-

izes it is an important opportunity to prove

himself as a history painter and works on the

commission for the next four years.

(Ingres to Gilibert, October 7, 1820, and April 20, 1821, in

Boyer d'Agen 1909, pp. 56, 71)

April 24, 1822 (opening date)

Although Ingres is listed in the Salon catalogue

as having exhibited no. 719, The Entry into

Paris ofthe Dauphin, the Future Charles V
(fig. 136), there is no evidence that this paint-

ing, owned by the comte de Pastoret, is included.

(Angrand and Naef 1970a, p. 21, n. 45)

1822-23

The comte de Pastoret commissions Virgin

with the Blue Veil (W 203; Museu de Arte, Sao

Paulo) and, in 1823, a portrait of himself (cat.

no. 98). Meanwhile, Ingres works on other

portraits, including those ofMadame and

Monsieur Leblanc (cat. nos. 88, 89). The artist

complains that he would prefer to work exclu-

sively on history paintings and not waste his

time on less important works.

(Angrand and Naef 1970b, p. 8, n. 70; Ingres to Gilibert,

April 29, 1822, in Boyer d'Agen 1909, p. 86 [letter redated

in Ternois 1986b, p. 199])

December 27, 1823

Elected a corresponding member of the

Academie des Beaux-Arts, Paris.

September 16, 1824

Upon Louis XVIII's death in 1824, Charles-

Philippe, the comte d'Artois (1757—1836), is

named king. Ingres is invited to the coronation

of Charles X held at Rheims cathedral on

May 29 of the following year.

October 13, 1824

Ingres departs for Paris, bringing with him The

Vow ofLouis XIII (fig. 146), which is added to

the Salon (no. 922) on November 12. Already

hanging at the Salon, which opened on August

25, are: no. 923, HenryIVPlaying with His

Children (W 113; Musee du Petit Palais, Paris),

lent by the due de Blacas; no. 924, The Death

ofLeonardo da Vinci (W 118; Musee du Petit

Palais, Paris), lent by the due de Blacas; and

no. 925, several portraits under the same num-

ber, including7*ac^«&s Marquet, Baron de

Monthreton de Norvins (cat. no. 33). Also exhib-

ited, although not listed in the Salon catalogue,

are: Aretino and the Envoyfrom Charles V
(W 103; private collection); Aretino in the

Studio of Tintoretto (W 104; private collection);

The Entry into Paris ofthe Dauphin, the Future

Charles V(dg. 136); and The Sistine Chapel

(W 131; Musee du Louvre, Paris).

For the first time Ingres's paintings are well

received. On January 12, 1825, he is named to

the rank of chevalier in the Legion of Honor,

and two days later, at the Salon award cere-

mony, Charles X personally presents him with

the Cross of the Legion of Honor. In May

Ingres describes the award ceremony as the

happiest day of his life.

(Angrand and Naef 1970a, p. 23, n. 55; Ingres to Gilibert,

November 12, 1824, in Boyer d'Agen 1909, p. 120; Ingres

to Gilibert, May 13, 1825, in ibid., p. 125; eb)

December 24, 1824

Having witnessed the triumph of The Vow of

Louis XIII {fig. 146), the minister of the interior

commissions Ingres to paint The Martyrdom of

Saint Symphorian (fig. 169) for Autun Cathedral.

It will be the first of Ingres's paintings on

which his students collaborate. Thanks to

commissions such as this, he creates consider-

ably fewer portraits during his second stay in

the French capital.

(See p. 53 in this catalogue; eb)

Late 1824-1825

After arriving in Paris, Ingres stays with

Charles Thevenin on the quai de Bourbon.

By the middle ofMay 1825 Ingres is frustrated

that he has been unable to secure an acceptable

apartment and studios (one for male students,

one for female) in the faubourg Saint-Germain,

which he needs because his success at the Salon

of 1824 has led to a large number of commis-

sions. While waiting for their July 1 5 move to

Fig. 335. Pierre-Jean David d'Angers

(1788-1856)./.-^.-/). Ingres, ca. 1826.

Brown ink on paper, 6 '/ x 4V in.

(15.6 x 12 cm). Fogg Art Museum,

Harvard University Art Museums,

Cambridge, Massachusetts

Fig. 336. Pierre-Jean David d'Angers

(1788-185S). Medallion ofJ.-A.-D. Ingres,

ca. 1826. Bronze, diam. 3^ in. (9.5 cm). The

Metropolitan Museum of Art, New York, Gift

of Samuel P. Avery, 1898 (98.7.48)
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the rue de l'Abbaye, Ingres and his wife reside

in a small apartment at 49, quai des Grands

Augustins. It seems likely, however, that the

couple never reside at rue de l'Abbaye; by late

1825 they are installed in an apartment on the

passage Sainte-Marie, off the rue du Bac.

(Ingres to Gilibert, May 13, 1825, in Boyer d'Agen 1909,

pp. 123-24, 126; Blanc 1870, p. 90; Angrand 1982, p. 25;

Amaury-Duval 1878, p. 14)

June 25, 1825

Elected into the Academie des Beaux-Arts,

winning by a single vote over Horace Vernet

(1789— 1863). Ingres thus replaces the baron

Dominique Vivant Denon (1747— 1825), the

former director general of French museums.

February 1826

Ingres does not wish to make any more por-

traits as he considers them "a considerable

waste of time," given the dryness of the subject

matter and the minimal financial rewards,

("une perte de temps considerable." Ingres to Gilibert,

February 27, 1826, in Boyer d'Agen 1909, pp. 132-33)

April 1, 1826

Installs himself in a two-room studio on the

rue des Marais-Saint-Germain (renamed the

rue Visconti in 1864, after the architect). He

soon opens a drawing atelier next to his per-

sonal studio, and by late February 1826 he has

fourteen students. When his students run

out of room, he permits them to use his private

studio.

(Blanc 1870, p. 90; Ingres to Gilibert, February 27, 1826, in

Boyer d'Agen 1909, pp. 131-32; Angrand 1982, p. 44)

1826

Comte Auguste de Forbin (1777— 1841), direc-

tor of the Musees Royaux, commissions a

ceiling decoration, The Apotheosis ofHomer

(fig. 164), for the Galerie Charles X, a museum

of Egyptian and Etruscan antiquities in the

Palais du Louvre. Ingres begins work on the

painting in October 1826 and completes it in

late 1828. He is paid 20,000 francs.

(August 12, 1826, letter from the Direction des Musees

Royaux to the vicomte de La Rochefoucauld, in Angrand

1982, pp. 23-24 [eb])

October II, 1826

Writes to his friend Gilibert that the minister

has just awarded him a "rather nice accommo-

dation," worth about 1,200 francs, at the

Institut de France, as well as the authority to

take a studio. The two-floor apartment is

located in the southwest corner of the Institut's

second courtyard, known as the Cour Mazarine.

The promised studio, which Ingres has use of

by April 1828, is a former storage area for plas-

ter models. It is situated on the ground level of

the third courtyard, known as the Cour des

Cuisines.

Ingres's atelier functions for at least eight years

(the artist leaves for the Academie de France in

Rome in 1834); however, Ingres retains the

studio throughout his life. A note written after

the artist's death refers to the two rooms in

the Cour Mazarine as the premises where

M. Ingres's entire school was raised,

("assez beau logement."Ingres to Gilibert, October 11,

1 826, in Boyer d'Agen 1 909, p. 141; Archives Nationales,

Paris, F13 1 1 80 and F17 3591; Munhall in New York 1985—

86, pp. 82, 8()

November 12, 1826

Arrives in Montauban to be present when The

Vow ofLouis XIII (fig. 1 46) is placed in the

choir of the cathedral. The official ceremony

takes place on November 20. Ingres remains in

Montauban until November 22 and then spends

several days in Autun, where he draws the

Porte Saint-Andre and the Roman walls that

will reappear in the already commissioned

Martyrdom ofSaint Symphorian (fig. 169).

(Viguie 1966, p. 19)

November 4, 1827 (opening date)

Exhibits at the Salon: no. 575, Portrait ofa Man

{Comte de Pastoret, cat. no. 98), and no. 576,

Portrait ofa Woman {Madame Marcotte de

Sainte-Marie, cat. no. 97). Although Ingres's

Martyrdom ofSaint Symphorian (fig. 169) is

listed as no. 577 in the Salon catalogue, the

painting is not finished in time and is not

exhibited; however, an older work, Oedipus

and the Sphinx (fig. 82), is included, as is no.

1302, Charles-Simon Pradier's engraving after

Ingres's painting Raphael and the Fornarina.

The Galerie Charles X at the Palais du Louvre

opens to the public. Ingres's painting—the

unfinished ceiling with The Apotheosis ofHomer

and its pendentives (fig. 164)—is located in

Room IX.

(Angrand 1982, p. 22)

December 30, 1829

Named professor at the Ecole des Beaux-Arts,

replacing Jean-Baptiste Regnault (1754-1829).

Ingres boasts to a friend, "The hour ofmy
independence has just sounded and I am free

I receive 1,600 francs from the Institut, which

lodges me. My students bring me 300 francs

each month. I can thus live quite well . . . and

set aside all that I earn with my paintbrush."

Begins teaching at the Ecole des Beaux-Arts on

April 1, 1830; serves as vice-president of the

school in 1832 and president in 1833. After a six-

year hiatus, he returns to teach from 1841 to 1851.

("L'heure de mon independance vient de sonner et je suis

libre. . . . J'ai 1.600 francs de l'lnstitut qui me loge. Mes

eleves me rapportent 300 francs le mois. Je puis done vivre

tres bien . . . et mettre de cote tout ce que je gagnerai avec

mon pinceau." Ingres to Gilibert, January 1, 1830, in

Boyer d'Agen 1909, p. 221; Bertin 1998, p. 18)

Fig. 337. Federico de Madrazo y Kuntz

(1815-1894). J.-A.-D. Ingres, 1833. Oil

on canvas, 21 x 17V in. (54 x 45 cm).

Hispanic Society of America, New York

Late July 1830

During the three days of street fighting known

as the July Revolution, Ingres, along with

Eugene Delacroix (1798— 1863), Paul Delaroche

(1797-1856), Eugene Deveria (1808-1865),

and Jean-Baptiste Paulin-Guerin (1783-1855),

spends a night guarding paintings in the Louvre.

Charles X is overthrown, and the due d'Orleans,

Louis-Philippe (1773—1850), is proclaimed

king of France. The resulting July Monarchy

lasts eighteen years.

May 1, 1831 (opening date)

Included in this year's Salon are: no. 758, an

illustrated copy of La Fontaine's Oeuvres com-

pletes, with Ingres's ink drawing of Philemon

and Baucis; and under no. 2664, Ingres's litho-

graph of the Grande Odalisque.

(Rome, Paris 1993—94, pp. 265, 267; Bertin 1995, p. 106;

Bertin 1996, p. 43)

Mid-February-early October 1832

A cholera epidemic sweeps Paris, and more

than 18,500 people die. Among the victims is

Ingres's friend Guillaume Guillon Lethiere

(1760-1832), former director of the Academie

de France in Rome.

(Angrand 1982, p. 35; Fierro 1996, p. 617)

September 29, 1832

Ingres's favorite pupil, Hippolyte Flandrin

(1809-1864), wins the Grand Prix de Rome

for Theseus Recognised by His Father (fig. 166).

I832

Paints the portrait of Louis-Francois Bertin

(1766-1841; cat. no. 99), publisher of the

Journal des debars. The painting is exhibited in

Ingres's studio before it is shown in the Salon

of 1833.

(Shelton 1997, pp. 56, 96, n. 51)
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March I, 1833 (opening date)

Exhibits at the Salon: no. 1279, several por-

traits, including the recent portrait of Louis-

Francois Bertin (cat. no. 99) and the much

earlier Madame Duvaucey (fig. 87). Also

included is no. 3304, Pradier's print after

Ingres's Virgil Recitingfrom "The Aeneid."

The portrait of Bertin is a critical success, per-

haps prompting the heir to the French throne,

the due d'Orleans, to commission in the spring

Antiochus and Stratonice (fig. 194) as a pendant

to Paul Delaroche's Assassination ofthe Due de

Guise (fig. 191).

(Bertin 1997, p. 59)

May 1, 1833

Promoted to the rank of officer in the Legion

of Honor.

March i, 1834 (opening date)

Exhibits at the Salon: no. 998, The Martyrdom

ofSaint Symphorian (fig. 169); and no. 999,

Portrait ofa Woman {MadameJacques-Louis

Leblanc, cat. no. 88). Critical response to the

much-anticipated Saint Symphorian is unfavor-

able; consequently, Ingres declares that he will

never again exhibit at the Salon. Furthermore,

on May 17, 1834, he applies for the directorship

of the Academie de France in Rome.

(Shelton 1997, p. 129)

Mid-March 1834

Visits Le Havre for a few days.

(Shelton 1997, pp. 105-6)

July 5, 1834

Named director of the Academie de France in

Rome (at the Villa Medici), replacing Horace

Vernet (1789— 1863). Before leaving Paris

Ingres relinquishes two official commissions:

The Coronation ofthe Virgin for the apse of

Notre-Dame-de-Lorette and The Battle of

Fomovo for Louis-Philippe's Galerie des

Batailles at Versailles. Ingres also draws a

number of portraits, which he gives as fare-

well gifts to friends. In homage, his students

present him with a silver cup inlaid with gold.

(Shelton 1998, pp. 51, 56, n. 3; Lapauze 1924, vol. 2, p. 227)

October 31, 1834

The French state acquiresJupiter and Thetis

(fig. 92) for the museum in Aix-en-Provence.

(Angrand 1967, p. 95 [eb])

Late November 1834

Ingres exhibits the portrait of the comte Mole

(fig. 158), prime minister under Louis-Philippe,

in his studio. A journalist describes the experi-

ence: "You enter the small salon that serves as

M. Ingres's studio and all of a sudden you find

yourself in the presence of eyes that see, a mouth

that is about to speak, a head that thinks; it is

the new masterpiece by M. Ingres, or, to be

more accurate, it is the distinguished descen-

dant of the great judge, the glory of French

magistrature, Mathieu Mole. . . . This new mas-

terpiece by our great painter, this 'adieu' that

he offers before leaving France to establish his

school in that ancient city Rome ... is destined

to produce a grand sensation." The portrait of

Mole is soon brought to the Palais des Tuileries

for a special viewing by the royal family.

("Vous entrez dans le petit salon qui sert d'atelier a M.

Ingres, et tout d'un coup vous vous trouvez en presence

d'un regard qui voit, d'une bouche qui va parler, d'une tete

qui pense; e'est le nouveau chef-d'oeuvre de M. Ingres, ou,

pour parler plus vrai, e'est le digne descendant du grand

magistrat, la gloire de la magistrature francaise, qui avait

nom Mathieu Mole. . . . Ce nouveau chef-d'oeuvre de

notre grand peintre, cet adieu qu'il nous fait avant de quit-

ter la France, pour etablir son ecole dans cette vieille Rome

... est destine a produire une grande sensation." Anon.,

November 26, 1S34 [H.], p. 3;Journal des artistes,

November 30, 1834 [eb])

November 30, 1834

A decade after Ingres received the commis-

sion, The Martyrdom ofSaint Symphorian

(fig. 169) is hung in Autun Cathedral.

Early December 1834

Having postponed their departure to avoid snow-

storms, Ingres, his wife, and student Georges

Lefrancois (1803-1839) now leave Paris for

Italy. They travel via Milan, Bergamo, Brescia,

Verona, Padua, Venice, and Florence before

arriving in Rome on January 4, 1835. The pen-

sioners of the Villa Medici include a number of

Ingres's former students, among them Hippolyte

Flandrin and his brother Paul (1811-1902), Paul

and Raymond Baize (1815-1884; 1818-1909),

Henri Lehmann (1814-1882), and Victor Mottez

(1809— 1897).

(Lapauze 1924, vol. 2, p. 227)

May-June 1835

With Lefrancois, Ingres visits Orvieto and

Sienna.

(Lapauze 1924, vol. 2, p. 230)

November 23, 1835

Minister of the Interior Adolphe Thiers (1797-

1877) asks Ingres to paint murals for the church

of La Madeleine in Paris. The artist refuses.

(Bertin 1998, LR.129-31 and Bertin n.d.)

I835-4I

With the help of his wife and the Academie'

s

new secretary-librarian Alexis-Rene Le Go
(1798-1883), Ingres restores and enlarges the

Villa Medici. He establishes an archaeology

course, enriches the library, increases the num-

ber of life classes, and augments the collection

of plaster casts of artworks from antiquity and

the Renaissance. He paints little himselfbut

Fig. 338. Benjamin. The "Pantheon Chari-

varique ": Ingres or Raphael II Le Charivari,

May 27, 1842

produces some twenty-three portrait drawings,

most as gifts for friends.

(Ternois in Amaury-Duval 1993, pp. 32-33; see p. 327 in

this catalogue)

Late August-September 1837

Rome is plagued by cholera, and the inhabitants

of the city are quarantined. In late August

Xavier Sigalon (1787-1837), one of the pen-

sioners at the Villa Medici, dies of the disease,

as do six nuns at the neighboring Sacre Coeur.

On September 5, Ingres reports that four to six

hundred new cases of cholera are diagnosed

each day; he is later commended for the manner

in which he handles the difficult situation.

(Ingres to M. Dumont, August 31, 1837, in Boyer d'Agen

1909, p. 262; Ternois 1980a, p. 105, n. 14; Ingres to

Gatteaux, September 5, 1837, in Boyer d'Agen 1909, p. 265)

May 1839

Visits Spoleto, Spello, Ravenna, and Urbino.

(Ternois and Camesasca 1971, p. 85)

August 1839

Much to Ingres's delight and thanks to the

intervention of Gatteaux, the due d'Orleans

purchases Oedipus and the Sphinx (fig. 82). The

painting, which bears the date 1808, was com-

pletely reworked by Ingres in the late 1820s

shortly before it was sold to Cesar-Eugene

Gossuin (1787-1832), one of the earliest col-

lectors of the artist's work and a fellow student

in David's studio.

Among the many visitors to the Villa Medici this

year are the Hungarian composer and pianist

Franz Liszt (1811-1886) and Liszt's lover,

Comtesse Charles d'Agoult (nee Marie de

Flavigny, 1 805-1876), an author and occasional

550 PORTRAITS BY INGRES



critic who publishes under the name Daniel

Stern.

(Ingres to Gatteaux, August 29, 1839, in Ternois 1986a,

p. 38; Bertin 1995, p. 103)

1839-4O

Finishes the two paintings undertaken since his

arrival in Rome: Odalisque with Slave (fig. 190),

ordered in 1834 by Marcotte, and Antiochus and

Stratonice (fig. 194) for the due d'Orleans. He

also works on Chembini and the Muse ofLyric

Poetry (fig. 221) and begins to contemplate his

return to Paris.

August 1840

Informs Gatteaux that he has consented to

paint a portrait of the due d'Orleans: "[B]etween

us . . . despite all the honor I feel over the

prince's desire to be painted by no one other

than myself, it is still a matter of doing another

portrait! You know how far removed I am at

present from this genre of painting."

("Entre nous . . . malgre tout l'honneur que je ressens de la

volonte du prince de n'etre peint que par moi, it faudra

done encore faire un portrait! Vous savez quel eloignement

j'ai a present pour ce genre de peinture." Ingres to Gatteaux,

August 6, 1840, in Ternois 1986a, p. 41)

Late August 1840

Ingres's recently completed painting Antiochus

and Stratonice (fig. 194) is privately exhibited

in the apartments of the due d'Orleans. The

Journal des delats, reporting on the event,

labels the painting "one of the most beautiful

productions of the French School."

("l'un des plus belles productions de l'ecole francaise."

Anon., August 27, 1840, p. 3; Bertin 1997, p. 58)

September 6, 1840

Receives an official commission for a ceiling

painting in the Throne Room of the Palais du

Luxembourg, Paris.

(Bertin 1998, LR.119)

I84I

While in Rome, the future Czar Alexander II

of Russia (1818— 1881) commissions The Virgin

with the Host (fig. 200). The resulting painting

depicts the Virgin flanked by Saints Alexander

and Nicholas, patron saints of the czarevitch

and his father.

April 6, 1841

Remains at the Villa Medici until his replace-

ment—Victor Schnetz (1787-1870)—is cho-

sen. Departs Rome on April 6 and stops in

Florence and Pisa en route to France.

Back in Paris, Ingres returns to his apartment

at the Institut, which had been kept for him

during his absence. On June 5, Louis-Philippe

invites the artist to visit Versailles, where he

personally gives him a tour of his new museum.

That evening Ingres dines with the king at his

private residence at Neuilly-sur-Seine. A week

and a half later, on June 15, the review La

France litteraire fetes Ingres with a banquet for

426 people, presided over by the marquis de

Pastoret and featuring a concert of extracts

from Gluck's Orfeo ed Euridice and Weber's

Euryanthe, conducted by Ambroise Thomas

(1811—1896) and Hector Berlioz (1803-1869).

In addition, the Comedie Francaise grants

Ingres free admission for life. Nonetheless, the

artist continues to refuse to participate in

official exhibitions, contending that the Salon

has evolved into "an art gallery, a bazaar

where the enormous number of objects over-

whelm [the viewer] and where industry reigns

in place of art."

("un magasin de tableaux a vendre, un bazar oij le nombre

enorme des objets assome et ou l'industrie regne a la place

de Tart." Lapauze 1924, vol. 2, pp. 258-59; New York

1985-86, p. 82; Shelton 1997, p. 229; Anon., June [6, 1841

[J. J.], pp. 3-4; Bertin 1998, LR.39; Delaborde 1870, p. 372,

in Siegfried 1980a, p. 3)

Early Summer 1841

Acquaintances of the artist see his recently

completed painting Chembini and the Muse of

Lyric Poetry (fig. 221) at his apartment.

(See pp. 381-82 in this catalogue; Naef 1977, vol. 3,

pp. 63-64)

Mid-July 1841

Exhibits The Virgin with the Host (fig. 200) in

his studio at the Institut.

(Janin 1841, pp. 1-2; Bertin 1995, p. 109)

Late 1841

After the earlier success of the portraits of Louis-

Francois Bertin and the comte Mole, Ingres is

deluged with requests for more. He begins

one of the baronne de Rothschild (1805-1886;

cat. no. 132) in late 1841 and finishes it in 1848.

(Ingres to Gilibert, October 2, 1841, in Boyer d'Agen

1909, p. 302)

1842

Serves as president of the Ecole des Beaux-Arts.

(Bertin 1998, p. 18)

February 19, 1842

Invites the members of the Academie des

Beaux-Arts to view Chembini and the Muse of

Lyric Poetry (fig. 221) in his studio. Louis-

Philippe purchases the painting of the Italian-

born composer for 8,000 francs from the artist

on June 18 of this year. It is the second paint-

ing by Ingres to enter the contemporary art

museum in the Palais du Luxembourg; the

first was Roger Freeing Angelica (fig. 104).

(Archives, Academie des Beaux-Arts, Paris, proces-verbaux,

tome 2E9, p, 460; Shelton 1997, p. 313, n. 122; Ingres to

the Academie Royale des Beaux-Arts, June [20], 1825, in

Angrand 1982, p. 48, n. 13)

April 1842

Exhibits his portrait of the due d'Orleans (cat.

no. 121), along with Chembini and the Muse of

Lyric Poetry (fig. 221), The Virgin with the Host

(fig. 200), and possibly the Odalisque with

Slave (fig. 190), in his studio.

(Bertin 1995, p. 109; Shelton 1997, p. 303, n. 40, p. 313,

n. 124)

May 1842

Delivers his portrait of the due d'Orleans two

months before the sitter dies from a carriage

accident on July 13, 1842.

On July 26 Ingres is commissioned to design

cartoons for the seventeen stained-glass win-

dows destined for the due d'Orlean's funerary

chapel. The artist receives 15,000 francs for his

work; the windows are installed on the first

anniversary of the duke's death.

(Shelton 1997, pp. 334, 406, n. 22)

Early Summer 1842

Begins his portrait of the comtesse d'Hausson-

ville, nee Louise-Albertine de Broglie (cat. no.

125), which he finishes three years later.

July 1842

Receives the Prussian Cross of Civil Merit,

probably awarded at the behest of the due

d'Orleans's Prussian-born widow, Helene,

the grand duchess of Mecklenburg-Schwerin

(d. 1858).

(Ingres to Gilibert, July 26, 1842, p. 350 [letter redated in

Ternois 1986b, p. 194])

January 1843

Exhibits Christ Giving the Keys to Saint Peter

(fig. 106) in his studio.

(Bertin 1995, p. 109)

Fig. 339. Unidentified artist. J.-A.-D. Ingres.

Ink and graphite on paper. Cabinet des

Estampes et de la Photographie, Biblio-

theque Nationale de France, Paris
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August 1843

Ingres and his wife stay at the Chateau de

Dampierre, where the artist begins The Golden

Age (fig. 204) and The Iron Age, two murals

commissioned in September 1839 by the

due de Luynes for the great hall of his chateau

at Yvelines. After work on the murals is

interrupted in 1847, they are never completed.

Late Summer 1843

Becomes a member of the Akademie der Kiinste

und Mechanischen Wissenschaften, Berlin.

(Bertin 1998, LR. 97)

May 13, 1844

The Municipal Council of Montauban decides

to name a street after Ingres. This year the

city's new museum acquires two paintings by

the artist: Monsieur Belve^e-Foulon (cat. no. 6),

from the Belveze Family, and Roger Freeing

Angelica (W 233), at the Scitivaux sale. Although

Ingres is honored by the attention he receives

both in Montauban and Paris, he feels over-

worked and overcommitted to his projects.

(Bertin 1995, p. 106; Ingres to Gilibert, June 7, 1844, in

Boyer d'Agen 1909, p. 371)

1844

Paints portrait ofEdmond Cave (1794— 1852;

cat. no. 124), director of fine arts in the Ministry

of the Interior, as a pendant to that of his wife

(b. 1810; cat. no. 123).

April 24, 1845

Promoted to the rank ofcommander in the

Legion of Honor.

(Bertin 1998, lr. 124)

May 1845

Accepts honorary membership in the Association

des Artistes Peintres, Sculpteurs, Graveurs,

Architectes et Dessinateurs, Paris, recently

formed by the baron Taylor (1789— 1879).

(Paris, Fondation Taylor 1995, p. 115)

June 1845

Exhibits portrait of the comtesse d'Haussonville

(cat. no. 125) in his studio for four days.

(See pp. 407-8 in this catalogue; Lapauze [911 p. 382)

Summer 1845

Receives commission to decorate the new

Parisian church of Saint-Vincent-de-Paul,

designed by Jean-Baptiste Lepere (1761-1844)

and his son-in-law Jacques-Ignace Hittorff

(1792-1867). Ingres renounces the work two

years later when he is asked to submit his plans

for approval by the municipal authorities.

(Shelton 1997, pp. 337, 409, nn. 36, 37; Horaist 1980,

pp. 31-34; Ewals 1980, pp. 35-43)

July 1845

Becomes a member of the Koninklijke

Academie, Amsterdam.

(Moniteurdes arts 1845, p. 184 [eb]; Ewals 1984, pp. 34-36)

January u-March 15, 1846

Agrees to participate in a public exhibition in

Paris for the first time since the Salon of 1834.

The organizers—the Association des Artistes

Peintres, Sculpteurs, Graveurs, Architectes et

Dessinateurs—plan a solo exhibition of the

artist's work, but in early November 1845

Ingres requests that his pictures be shown

with those by other members of the group.

The exhibition opens at the Galerie des Beaux-

Arts, located at 22, boulevard Bonne-Nouvelle,

on January n, 1846. A general admission fee

of one franc is charged to benefit the relief and

pension funds of the artists' society. Ingres's

paintings, segregated from the other works in a

separate room, are: no. 43, The Sistine Chapel

(fig. too), lent by Marcotte; no. 44, Antiochus

and Stratonice (fig. 194), lent by the duchesse

d'Orleans; no. 45, Philip V and the Marshal of

Berwick (W 120), lent by the due de Fitz-James;

no. 46, Odalisque with Slave (fig. 190), lent

by Marcotte; no. 47, Louis-Francois Bertin (cat.

no. 99), lent by the sitter's son; no. 48, Oedipus

and the Sphinx (fig. 82), lent by the duchesse

d'Orleans; no. 49, Comte Louis-Mathieu Mole

(fig. 158), lent by the sitter's family; no. 50,

Grande Odalisque (fig. 101), lent by the comte

de Pourtales; no. 51, The Entry into Paris ofthe

Dauphin, the Future Charles ^(fig. 136), lent

by the marquis de Pastoret; no. 52, Comtesse

d'Haussonville (cat. no. 125), lent by the sitter's

family; no. 53, Paolo and Francesca (W 121;

Musee des Beaux-Arts, Angers), lent by

Comte Turpin de Crisse.

Fig. 340. Victor Laisne (b. \%o-f).J.-A.-D.

Ingres. Calotype, ca. 1855. Cabinet des

Estampes et de la Photographie, Biblio-

theque Nationale de France, Paris

Ingres's portraits are favorably reviewed by

critics such as A. de Lestelley, who writes in

La Revue independante: "Yes, M. Ingres is

our century's master without equal with

regard to his portraits. In this exhibition,

where one finds a fairly large number of these

by David, Gerard, Gros, and Hersent, none

surpass his."

("Oui, M. Ingres est le maitre sans egal de notre siecle en

fait de portraits. Dans cette exposition, ou Ton retrouve un

assez grand nombre de ceux de David, de Gerard, de Gros

et d'Hersent, aucun ne surpasse les siens." Lestelley 1846,

p. 258; Paris, Fondation Taylor 1995)

November 1846

Ingres and his wife move to an apartment in the

Institut that previously belonged to the architect

and engraver Laurent Vaudoyer (1756— 1846).

(Bessis 1972, p. 23, n. 5; Archives Nationales, Paris,

F173592)

December 1846

Becomes a foreign associate member of the

fine-arts section of the Royal Academy,

Belgium.

(Benin 1998, LR.116)

February 1848

The Revolution of 1848, in which the constitu-

tional monarchy is overthrown, ushers in the

Second Republic. On December 10, 1848, Louis-

Napoleon Bonaparte (1808— 1873), nephew

of Napoleon I, is elected president of

France.

August 1848

Exhibits Venus Anadyomene (fig. 201) and the

portrait of the baronne de Rothschild (cat. no.

132) in his studio.

(Bertin 1995, p. 109; Geofroy 1848, pp. 441-49)

r

Fig. 341. Barthelemy Menn (1815-1893).

J.-A.-D. Ingres. Black chalk, 9 x 7
1
/ in.

(22.8 x 19.2 cm). Musee d'Art et

d'Histoire, Geneva
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October 29, 1848

Named a member of the Permanent Commission

of Fine Arts. Fights for artists' rights to exhibit

at the Salon and for suppression of the Salon

jury. Resigns membership in the committee on

May 17, 1849.

1849

Serves as vice-president of the Ecole des

Beaux-Arts.

July 27, 1849

Madame Ingres, who has suffered from a blood

ailment since March, dies at age sixty-seven.

A despondent Ingres spends time with his

friend Frederic Reiset (1815— 1891), the newly

appointed curator ofdrawings at the Musee du

Louvre, and Reiset's family at their summer

home in Enghien. In September he travels to

Chauconin, near Meaux, to visit the Marcottes

at their country home, Le Poncelet.

(EB)

September 1849

No longer able to remain in the apartment

where his wife died, Ingres moves out of the

Institut to a small apartment nearby at 27, rue

Jacob. Later, on December 28, he asks to be

relieved of his duties as president of the Ecole

des Beaux-Arts for the following year.

(Boyer d'Agen 1909, pp. 406-9; Archives Nationales,

Paris, F17 3592; Bessis 1972, pp. 25-28)

Late June 1850

Travels to Jersey, Avranches, Caen, and

Bayeux, before returning to Paris on July 18.

Ingres reports that in moments of sorrow, his

mind fills with music by Haydn.

(Ingres to Gatteaux, July 3 and 9, 1850, in Ternois

1986a, pp. 49-51)

Ca. March 1851

Moves to 49, rue de Lille.

(Ternois 1989, p. 30, ietter no. 9, n. 5)

June 15, 1851

Participates in the inauguration of the monu-

ment to Nicolas Poussin at Les Andelys in

northeastern France.

(Ternois and Camesasca 1971, p. 85)

July 18, 1851

Writes to the Municipal Council of Montauban,

announcing his gift of artwork to the city and

mentioning his eventual bequest. "I am happy,"

he states, "to think that I will always be in

Montauban, and that there, where, owing to

circumstances, I was unable to live, I will

remain for eternity."

("Je suis heureux de penser que je serai toujours a

Montauban, et que !a ou, par circonstance, je n'ai pu vivre,

je resterai eternellement." Ingres to M. Crosilhes, mayor

of Montauban, July 18, 1851, in Boyer d'Agen 1909, p. 418

[originally published in Lapauze 1901, p. 82])

By October 1851

Ingres's private studio is located inside the

courtyard at 17 bis, quai Voltaire.

(Ternois 1989, p. 30, letter no. 9, n. 5; Parisian Land

Registrar, 1852 [D1P4, carton 1232]; Hillairet 1985, p. 661)

October 25, 1851

Resigns as professor at the Ecole des Beaux-

Arts. He is assigned the title of rector and

receives an annual allowance of 1,000 francs.

(Ternois and Camesasca 1971, p. 85)

November 1851

Albert Magimel's Oeuvres de J. A. Ingres, with

102 reproductions of the artist's work by Achille

Reveil, is published by Firmin Didot Freres.

November 8, 1851

Ingres receives a state commission forJoan of

Arc at the Coronation ofCharles VII (fig. 215)

and a copy of The Virgin with the Host (fig. 11).

Both paintings are completed in 1854.

(Schlenoff 1956, p. 276 [eb])

December 2, 1851

Louis-Napoleon Bonaparte proclaims himself

emperor and takes the title Napoleon III, thus

beginning the Second Empire, which will last

until 1870.

Early January 1852

Exhibits Madame Moitessier Standing (cat. no.

133) in his studio at 17 bis, quai Voltaire. It is

probable that he exhibits Madame Gonse (fig.

208) in his studio at the Institut at about the

same time.

(Bertin 1995, p. 109; see p. 518, n. 72, in this catalogue)

April 15, 1852

Seventy-one-year-old Ingres marries forty-

three-year-old Delphine Ramel (1808—1887), a

relative of Marcotte, at her family home in

Versailles. The couple had hoped to purchase a

hotelpaniculier at 95, rue de l'Universite but

instead remain at 49, rue de Lille (renumbered

3, rue de Lille in 1855).

(Blanc 1870, p. 173; Ternois 1989, p. 32, letter no. 17, n. 1;

Hattis 1967, p. 13; Ingres to Calamatta, April 13, 1852, in

Ternois 1980a, p. 87; Ternois 1986a, p. 54, n. 3)

March 2, 1853

Signs a contract to paint the ceiling and eight

decorative panels of the Salon Napoleon in the

Hotel de Ville, Paris, for which he will be paid

60,000 francs. Chooses The Apotheosis of

Napoleon I {fig. 210) as his subject and, with

the assistance of his students, completes it by

the end of the year in a studio lent to him by

Gatteaux. This ensemble is later destroyed

during a fire in May 1871.

(Ternois 1980a, p. 107, n. 59; Shelton 1997, p. 447)

E' tlire que tout cela, c'e*t la Tru'o t'c fou M. Ingrwl

Fig. 342. Nadar (Felix Tournachon; 1820-

1910). Ingres Chasing a Camera. "And to think

that this [the vogue for painting in a photorealist

manner] is the fault of the regretted M. Ingres."

Published in Nadar, Jury au Salon de i85y, p. 38

Late March 1853

The comte de Nieuwerkerke (1811-1892),

superintendent of fine arts, provides Ingres

with a studio at the Louvre.

(Ingres to Calamatta, undated, in Ternois 1980a, pp. 88,

107, n. 61; Lapauze 1911a, p. 466 [eb]).

August 19, 1853

Ingres, his wife, and her sister and brother-in-

law (Madame and Monsieur Jean-Francois

Guille) purchase a house at Meung-sur-Loire,

near Orleans, for the women's parents. (Their

father, Monsieur Ramel, had recently retired.)

Ingres and his wife spend the next thirteen

summers at the house, which has a small

studio.

Late January 1854

Exhibits The Apotheosis ofNapoleon I (fig. 210)

in Gatteaux's studio at 47, rue de Lille. The

emperor and empress pay a visit in late January

to see the painting.

(Blanc 1870, pp. 175—76; Bertin 1995, p. 109)

Early May 1854

The Ingres Room at the Hotel de Ville,

Montauban, is inaugurated. It features gifts the

artist had presented to his native city since

1851, including some fifty canvases, Greek and

Etruscan vases, prints, and books.

(Garrici993,p. 39 [eb])

December 1854

Again exhibits his work in his permanent stu-

dio at 11, quai Voltaire. On view are: the first

version ofLorenzo Bartolini (fig. 53); Madame

Moitessier Standing (cat. no. 133); Princesse

de Broglie (cat. no. 14 5); Joan ofArc at the

Coronation of Charles VII (fig. 215); The Virgin

with the Host (W 276; Musee du Louvre, Paris);

and Venus Anadyomene (fig. 201).

(Naef 1973 ["Exposition oubliee"], pp. 23-25; Bertin 1995,

p. 109)

April 1855

Assumes the Institut lodgings formerly occupied
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Fig. 343. Unidentified artist. Delacroix

and Ingres. "M. Delacroix, named a member

of the Institut, finally takes his place near

Ingres.—End of dispute.—One last mark of

the pencil, one last stroke of the paintbrush,

tomorrow nothing more will be said about

it." Journalpour rire, January 3, 1857

by the painter Jean-Baptiste Isabey (1767— 1855).

(Archives Nationales, Paris, F17 3592)

May 15, 1855 (opening date)

Ingres, who has not exhibited in the Paris

Salons since 1834, agrees to participate in the

fine-arts section of the Exposition Universelle,

where he is honored with a retrospective. He

shows sixty-nine works, including forty oil

paintings, four studies, and twenty-five cartoons

for stained glass. The portraits on display

include: no. 3344, Bonaparte as First Consul (cat.

no. 2), lent by the city of Liege; no. 3363,

Cherubini and the Muse ofLyric Poetry (fig. 221),

lent by the emperor; no. 3364, Madame Duvaucey

(fig. 87), lent by Reiser; no. 3365, Comtesse

d'Haussonville (cat. no. 125); no. 3366, Madame

Moitessier Standing (cat. no. 133); no. 3367,

Princesse de Broglie (cat. no. 145); no. 3368,

Madame Leblanc (cat. no. 88); no. 3369, Madame

Gonse (fig. 208); no. 3370, Comte Louis-Mathieu

Mole (fig. 158); no. 3371, Comte de Pastoret

(cat. no. 98); no. 3372, Louis-Francois Benin

(cat. no. 99); no. 3373, Self-Portrait (fig. 209);

no. 3374, The Artist's Father (cat. no. 4);

no. 5048, Madame Reiset (fig. 207); as well as

a cameo portrait of Prince Napoleon (fig. 6).

(See p. 509 in this catalogue)

September 1855

Ingres and his wife spend three weeks visiting

her brother Edmond Ramel at Cannes.

November 15, 1855

Ingres is offended that he must share the grand

medal of honor of the Exposition Universelle

with nine others: the French artists Alexandre-

Gabriel Decamps (1803-1860), Eugene Dela-

croix (1798—1863), Francois-Joseph Heim (1787—

1865), Louis-Pierre Henriquel-Dupont (1797-

1892), Jean-Louis-Ernest Meissonier (1815—

1891), and Horace Vernet (1789-1863); the

Belgian Henri Leys (1815-1869); the English-

man Sir Edwin Landseer (1802—1873); and the

German Peter von Cornelius (1783-1867).

After he threatens to boycott the exhibition's

closing ceremonies, Ingres is promoted to the

rank of grand officer in the Legion of Honor

on November 14. The emperor personally pre-

sents him with the medal at the ceremonies the

following day.

(EB)

April 1856

While repairs are conducted on his Paris apart-

ment, Ingres takes refuge at Meung-sur-Loire,

where he completes several paintings, includ-

ing Madame Moitessier Seated (cat. no. 134).

(Ternois and Camesasca 1971, p. 85)

Early January 1857

Exhibits La Source (fig. 202) as well as Madame

Moitessier Seated (cat. no. 134) in his studio. So

many people wish to attend this private viewing

that Ingres fears his floor cannot support the

weight. During the course of the exhibition sev-

eral offers are made for La Source; the highest

bid comes from Louis-Philippe's minister of the

interior, Comte Charles-Marie Tanneguy

Duchatel (1803-1867), who pays 25,000 francs

for it.

(Ingres to Calamatta, January 10, 1857, in Boyer d'Agen

1909, p. 433; see p. 441 in this catalogue)

January 10, 1857

Much to Ingres's disgust, Delacroix is elected to

the Institut. The artists have long been seen as the

leaders oftwo different camps—Ingres, a cham-

pion of a linear, somewhat Neoclassical style, and

Delacroix, a proponent of a brushier, Romantic

style—and caricaturists seize the opportunity

to depict the rivals (see figs. 217, 343).

(Ingres to Calamatta, January 10, 1857, in Boyer d'Agen

909. P- 434)

August 18, 1857

Named a full member of the Koninklijke

Academie voor Schone Kunsren, Antwerp.

(See also July 1865, below)

March 20, 1858

Promises to send his self-portrait to the Royal

Academy of Florence (cat. no. 148), which had

requested it several years earlier to add to their

renowned collection of artist's self-portraits.

Ingres consequently is named a knight of the

Order of San Giuseppe di Toscana.

(Ingres to Luca Bourbon del Monte, March 20, 1858, in

Boyer d'Agen 1909, p. 436 [originally published in Lapauze

1901, p. 10, n. 1])

April 15, 1859 (opening date)

A work by Ingres appears in the Salon: no. 3808,

a small watercolor of his Birth ofthe Muses

integrated into Hittorffs miniature The Temple

ofthe Muses (Musee du Louvre, Paris).

(Bertin 1995, p. 106; Shelton 1998, p. 56, n. 5)

1859

Sells his painting The Turkish Bath (fig. 220)

to Prince Napoleon. His wife, Princess Clotilde,

is shocked by the image, so the diplomatic

Reiset arranges to purchase a self-portrait from

Ingres, which he then exchanges for Prince

Napoleon's Turkish Bath.

(Boyer d'Agen 1909, pp. 438-39; Naef 1977-80, vol. 3

[1979], P- 354)

October 1859

Ingres and his wife move to a "bien, superbe"

apartment with a stunning view of the Seine

River at 11, quai Voltaire.

(Ingres to Calamatta, October 4, 1859, m Ternois 1985,

p. 58; Ingres to Calamatta, December 30, 1859, in Ternois

1980a, p. 99)

March 1861

An exhibition of more than one hundred draw-

ings by Ingres is organized at the Parisian

Societe des Arts-Unis in their galleries located

at 26, rue de Provence. The show, which

includes many portrait drawings, is the subject

of two important articles by Emile Galichon in

the March 15 and July 1 issues of the Gazette

des beaux-arts.

(EB)

Fig. 344. Pierre Petit (1832-1909)./.-^.-/).

Ingres. Photograph, ca. 1865. Cabinet des

Estampes et de la Photographie, Bibliotheque

Nationale de France, Paris
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April 1862

Finishes Jesus among the Doctors (fig. 219),

which had been commissioned twenty years

earlier by Queen Marie-Amelie for the chapel

of the Chateau de Bizy. Exhibits the painting

in his studio.

The Gazette des beaux-arts makes a public

appeal for the government to acquire Jesus

among the Doctors, and before the month is

over, there are published reports that the

emperor has purchased the painting for

1 50,000 francs. This sale does not in fact take

place, and the painting is later included in

Ingres's bequest to the city of Montauban.

(eb; Galichon 1862, pp. 487-88; Dax 1862, p. 255)

May 1, 1862 (opening date)

Three works by Ingres are included in the fine-

arts section of the London International Exhibi-

tion: no. 79, La Source (fig. 202); no. 236, a

portrait drawing of the comte de Nieuwerkerke

(fig. 218); and no. 237, a version of the drawing

The Tombfor the LadyJane Montagu (Musee

du Louvre, on deposit at the Musee Ingres,

Montauban).

(EB)

May 4, 1862

Twenty-three paintings and eighteen drawings

by Ingres are included in the Exposition des

Beaux-Arts, curated by Ingres's former stu-

dent Armand Cambon (1819— 1885), at the

Hotel de Ville in Montauban. Among the works

displayed is the portrait of Ingres's childhood

friend Gilibert (cat. no. 5), which is lent by the

sitter's daughter Pauline. The artist also sends

his self-portrait as well as his portraits of his

wife and his father.

(Ingres to Armand Cambon, April 7, 27, and June 4, 1862,

and Ingres to Pauline Gilibert, April 23, 1862, in Boyer

d'Agen 1909, pp. 441-50; eb)

May 1862

Jesus among the Doctors (fig. 219) appears in

the first exhibition organized by the Parisian

Societe Nationale des Beaux-Arts in their

galleries at 26, boulevard des Italiens (also

known as the Galerie Martinet). The exhibi-

tion benefits the Artists' Association Fund.

(eb; Ingres to Ch. Dufour, July 1, 1862, in Foucart-

Borville 1972, p. 21)

May 25, 1862

Napoleon III appoints Ingres to the Senate.

Art critics such as Pierre Dax praise the gov-

ernment for the honor, which implies that the

arts—along with diplomacy, administration,

and defense—are considered worthy of

national merit.

(Dax 1862, p. 255)

June I, 1862

Presented with a gold medal by more than two

hundred artists.

(Ternois and Camesasca 1971, p. 85)

July 4, 1862

Made a member of the Imperial Council of

Public Instruction.

September 1862

Works on a small version of The Golden Age

(fig. 206), which he considers one of his princi-

pal compositions, and on his portraitJulius

Caesar (W 311). Writes to his friend Gatteaux

that his work keeps him happy and that "a

Haydn sonata and the miniature score of The

Marriage ofFigaro round out my life [in

Meung-sur-Loire]."

("une sonate de Haydn et la petite partition des noces de

Figaro complete ici ma vie." Ingres to Gatteaux,

September 9, 1862, and Delphine Ingres to Gatteaux,

September 15, 1862, in Ternois 1986a, pp. 58-59)

Winter 1862-63

111 for several months, Ingres leaves Paris in

order to rest.

(Ingres to the director of the Koninklijke Academie voor

Schone Kunsten, Antwerp, September 21, 1863; see p. 463

in this catalogue)

July 14, 1863

Cambon presents Ingres with a golden crown

on behalf of the citizens of Montauban.

(Dax 1863, p. 46)

March 1864

A month after Marcotte's death, a painting in

his collection—Ingres's Odalisque with Slave

(fig. 190)—is exhibited with the dealer Francis

Petit. The painting does not sell, and three

years later is included as lot 17 in the first

posthumous sale of Ingres's work.

(Bertin 1995, p. 108)

July 1864

Exhibits six paintings in his studio on the quai

Voltaire: a portrait of his wife (fig. 213); a

"Vierge mediatrice" (unidentified); a "repetition

reduite" of Oedipus and the Sphinx, owned by the

comte Duchatel (W 315; Walters Art Gallery,

Baltimore); a "reduction" of The Golden Age

(fig. 206); Homer and His Guide (W 298;

Musees Royaux des Beaux-Arts de Belgique,

Brussels); and The Turkish Bath (fig. 220).

(Blanc 1870, pp. 206-7; Burty 1864, pp. 204-5 [
EB])

August 14, 1864

The Courier artistique reports that Napoleon III

has commissioned a portrait of his eight-year-

old son, the Prince Imperial (1856-1879). The

portrait, which Ingres supposedly promises to

begin in November, is never painted.

(EB)

Fig. 345. Henri Lehmann (1814-1882).

J.-A.-D. Ingres, 1863. Ink on paper, 9!^ x

7 in. (23.2 x 17.8 cm). Art Institute ofChicago

August 24, 1864

An avenue in the sixteenth arrondissement of

Paris is named after Ingres. The thoroughfare

had previously been known as the avenue

Boulogne, then the avenue Rossini, before it

is renamed for the artist (fig. 347).

(Hittorffto Ingres, September 4, 1864, in Naef 1972

["Hittorff"], p. 19; Hillairet 1985, p. 655)

October 1, 1864

Georges Rosendal, writing for L 'Artiste, praises

the collection of Ingres's work already in

the Musee de Montauban: "All the works of

the master are now represented in this muse-

um; large original compositions, painted stud-

ies, copies by him, prints made under his

observation."

("Toutes les oeuvres du maitre sont maintenant represen-

tees dans ce musee; soit grandes compositions originales,

Fig. 346. Adolphe-Jean-Francois Marin

Dallemagne (b. lin). J.-A.-D. Ingres.

Photograph, ca. 1861. Cabinet des

Estampes et de la Photographie, Biblio-

theque Nationale de France, Paris
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LES NOUVcAUX NOM3 DE RUES

Fig. 347. Unidentified artist. New Street

Names. "At the corner of the rue

Ingres: 'Why don't we have, on the

corner of each street, a statue of its

patron . .
.'") La vie parisienne,

September 24, 1864

soit esquisses peintes, soic copies par lui-meme, soit

gravures faites et tirees sous ses yeux." Rosendal 1864,

p. 146)

May 1865

Homer Deified (fig. 316) is exhibited with the

dealer Haro, where it is priced at 40,000 francs.

The elaborate drawing does not sell and even-

tually returns to Ingres's widow.

(Siegfried 1980a, p. 4; Gazette des beaux-arts, bulletin

mensue], June 1, 1865, p. 566 [eb])

July 1865

Ingres, who had been appointed associate mem-
ber of the Koninklijke Academie voor Schone

Kunsten, Antwerp, in September 1853 and made
a full member in August 1857, finally complies

with the Academie's regulations and sends

them his recent Self-Portrait (cat. no. 149).

(Archives, Koninklijke Academie voor Schone Kunsten,

Antwerp)

This painting along with Ingres's Self-Portrait

(cat. no. 149) and Lorenzo Bartolini (fig. 135) are

included in the Exposition Generale des Beaux-

Arts held in Brussels in August. Ingres is con-

sequently named commander of the Order of

Leopold.

(La Chronique des arts, 1866, pp. 102-3
[
EB]; Bertin 1995,

p. 105)

medals, portraits of the Popes, plaster casts

(including one of Ingres's right hand), books,

musical scores, furniture, and a violin. As the

artist specifies in his will, Cambon is entrusted

with the organization of the bequest, which is

installed on the first floor of the Hotel de Ville

(now the Musee Ingres).

(Boyer d'Agen 1909. pp. 456-60)

August 28, 1866

While in Meung-sur-Loire, Ingres drafts a will

in which he bequeaths many of his own paint-

ings and thousands of his drawings, as well as

works by other artists, to the city of Montauban.

Among his other bequests he leaves Virgil

Recitingfrom "The Aeneid" (fig. 94) to the

Academie ofToulouse. His wife is named as his

residuary legatee.

(Lapauze 1901, pp. 296-99)

January 8, 1867

Makes a tracing of Giotto's Entombment of

Christ. That evening, he catches cold and con-

tracts double pneumonia.

January 14, 1867

The eighty-six-year-old Ingres dies at 1:00 a.m.

in his apartment at n, quai Voltaire, Paris.

January 17, 1867

Ingres's funeral is held at the church of Saint-

Thomas-d'Aquin. A large crowd gathers in the

snow to watch the funeral procession from the

church, through the place Vendome, to the Pere

Lachaise cemetery.

(Blanc 1867-68 [pt. 9], pp. 240-41)

February 8, 1867

The city of Montauban accepts Ingres's

bequest, which in addition to his artwork con-

sists of paintings and drawings by other artists,

antique sculpture, assorted prints, cameos,

April 10, 1867 (opening date)

A posthumous retrospective of Ingres's work

opens at the Ecole des Beaux-Arts during the

Exposition Universelle. The exhibition of

about 150 paintings and 430 drawings attracts

large crowds. The critics are universally

impressed by Ingres's skill as a draftsman.

Many mention Ingres's portraits; the critic

Amedee Cantaloube calls the portraits "true his-

tory paintings; they are simultaneously individ-

uals and types. The physiognomy of each of our

social classes is found here, rendered by char-

acteristic accents and therefore generalized."

("de vrais tableaux d'histoire: ce sont a la fois des indi-

vidus et des types. La physionomie de chacune de nos

classes sociales s'y trouve rendue par des accents carac-

teristiques et, partant, generalises." Anon., April 24, 1867;

Cantaloube 1867, p. 53; eb)

April 27—May 6-7, 1867

Selections of Ingres's works are included in

posthumous sales on April 27 ("Tableaux,

dessins et oeuvres en cours d'execution depen-

dant de la succession de M. Ingres") and May
6-7 ("Tableaux, dessins, aquarelles et etudes

peints par M. J. D. A. [sic] Ingres et designes

par lui pour etre mis en vente publique"). Both

sales are held at the Hotel Drouot, Paris, room

number 8. The April sale includes sixteen

works belonging to Ingres's widow, as well as

the Odalisque with Slave (fig. 190), owned by

Marcotte's heirs. The second sale consists of

ninety lots, works that the artist sold to the

dealer Haro on October 13, 1866.

August 1865

Receives the grand cross of the Imperial Order

of Guadalupe.

(Moniteur des arts 1865 [eb])

March 1866

King Leopold II of Belgium (1835— 1909)

—

nephew of Ingres's former patron, the due

d'Orleans—acquires Ingres's recent painting,

Homer and His Guide (W 298; Musees Royaux

des Beaux-Arts de Belgique, Brussels).

Fig. 348. Charles

Marville (1816-1878?).

Ingres on His Deathbed.

Gelatin silver print,

1867. Private collection
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Ingres's portrait drawing of (1842; N 391), 277, 3050.,

320 , .?2o ;
fig. 184

Bertin, Mme Armand, nee Cecile Dollfus, Ingres's por-

trait drawing of (1843; N 392), 277, 305m, 340,

3m fig- 183

Bertin, Edouard-Francois, 302

Benin, Louise, 303—4

Ingres's portrait of (lost), 340

Benin, Louis-Francois, 7m., 282, 300-305, 318-20, 356,

498, 504, 5 I 5n -> fig: LZ7

Ingres's portrait drawing of (1832; N 339), 277, 303,

305m, 318, 318; fig. 1S2

Ingres's portrait of (1832; W 208), 6\ 16, 126, 275,

282-83, 300-307, 301, 318, 340, 342, 359, 406,

408, 462, 498, 503-4, 506, 508, 514, 518m, 531,

USh 5ig, 551, 552, 5J4; cat. no. 294 detail of,

232, 5o2, 5jo, 534- figs. i_54, 294, 348^ detail of

(with original frame), 304, 305; fig. tRo

studies for (ca. 1832), 6, 300—307, 302, 303,. 10.1,

304-. 318; cat. no. 100, 101; figs. 178, 179

Benin, Mme Louis-Francois, nee Genevieve- Aimee-

Victoire Boutard, 318-20

Ingres's portrait drawing of (1834; N 342), 277, 305m,

318—2XJ 3j<£ cat. no. no
Bertin de Vaux, Louis-Francois, 7m., 300, 304, 344,

51711.

Bertin family, Ingres's portraits of, 277, 30511., 348

Biard, Francois-Auguste, Four 0 'Clock at the Salon

(1847), 497, 4S)T, fig- 289

Le Bibliophile Jacob (critic), 497

Bingham, Robert, photograph of Halevy, 384,,

fig. 227

Bissiere, Roger, l8

Blacas, comte Pierre de, 108, 112, 132, 5447

Blanc, Charles, 342, 390, 410, 422, 441, 462, 485

Blanche, Jacques-Ernile,3
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Blondel, Joseph-Armand, 164

Blondel, Merry-Joseph, 122, 164-65

Ingres's portrait drawing of (1809; N 54), 164-65,

i65; cat. no. 41

Bochet, Edme,^?eVe (1742-1837), 17JS

Ingres's portrait drawing of, possibly (1814; N n_5)
;

178, 122; cat. no. 42

Bochet, Edme-Francois-Joseph (b. 1783), 122, 133-35,

178,479, 48^486,488

Ingres's portrait of (18 11; W 76), 122, 133—35, 134,

13^ LZ8_! 4ZSL. 486; cat - no - }°

Bochet, Felicite, 488

Bochet family, 429

Boguet, Nicolas-Didier, 132^ 241, 244, 250, 252

Boldini, Giovanni, 3

Bonaparte, Louis-Napoleon. See Napoleon III

Bonaparte, Lucien, 103, 124, 158- 59, 182 ,
,
190

family of, Ingres's portrait drawing of (1815; N 146),

/03, 147, 159;% 9'

Ingres's portrait drawing of (ca. 1807; N 45), 103, 124,

158—60, i5g, 182; cat. no. 38

Bonaparte, Mme Lucien, Ingres's portrait drawing of

(1815; N 147), 102, 103, 159; fig. 90

Bonaparte, Princess Mathilde, 371, 469

Bonaparte, Napoleon. See Napoleon I

Bonaparte, Napoleon-Joseph-Charles-Paul, called Prince

Napoleon, 5, 369, 370, 332, 456, 465, 554

Ingres's portrait of (1855; W 277), 5-6, 6, 8, 410,

51911., 5j4ifig.fi

Bonington, Richard Parkes, 416

Bonnassieux, Jean-Marie-Bienaime, 22n.

Bonnat, Leon

Ernest Renan, 1 6, 18; fig. 25

J.-A.-D. Ingres, 5^ fig. 330

Borderieux(?), Mile Mary de, 432

Ingres's portrait drawing of (1857; N 445), 492, 492;

cat. no. 163

Borghese, Prince Francisco, 310

Boucher, Francois

influence on Ingres, 14-15

Madame de Pompadour, 14—15, i5, 410; fig. 2D

Boulanger, Charles, 396

Boulanger, Clement, 394

Boulanger, Mme Clement. See Cave, Mme Hygin-

Edmond-Ludovic-Auguste

Boulanger-Cave, Marie-Henry-Albert, 394, 397

Bourbon del Monte, Marchese Luca, 459

Bourbon regime, 108, 120, 143, 239, 281-82, 300, 400,

4M, 547

propaganda for, 274

Bourgeois de Mercey, Frederic, 507—8

bourgeoisie, ascendancy of, 302, 305, 499

Boutard, Jean-Baptiste Bon, 70, 124, 318, 500

Brenet, Guy-Antoine, 7m.

Briant, jean, 545

Bridan, Charles and Pierre, 224

British

portrait traditions, 252

visitors to Rome, in search of art, iu^ 190-95, 198-

210, 217

Broc, Jean, 29

Brochard, Monsieur (actor), 80-8

1

Ingres's portrait drawing of (1796; N n}, 27^ 77, 80—

81, So, i77n.; cat. no. 15

Ingres's portrait drawing of, "in Classical Costume"

(ca. 1796; N 12), 5-6, xh 80, It, Sr, cat. no. 16

Broglie, Achille-Charles-Leonce-Victor, due de, 35JS,

4QI, 4°7-8, 447

Broglie, Mme Achille de, nee Albertine de Staei, 402

Broglie, Jacques-Victor-Albert, prince de, 402, 404, 447,

452

Broglie, princesse Albert de, nee Josephine-Eleonore-

Marie-Pauline de Galard de Brassac de Beam,

356, 447-52

Ingres's portrait of (1853; W 272), 368, 433, 438,

447-54, 448, 505, 509, 539, ii3, 5J4J cat. no.

145; detail of, 45o\ fig. 276; hair ornament

depicted in (possibly), 452, 4S2; fig. 280

study for(ca. 1850-51), 447,^42; fig. 274

study for (ca. 1851-52; N 422), 447, 449, 44^,

studies for (ca. 1852-53), 447—54, 449, 45n cat.

no. 1464 figs. 277, 278

Bronzino, Agnolo, 239

influence on Ingres, 5, 105, 124, 252, 451

Portrait ofa Young Man, 7, I I4n,, 124, 247m, 252, 296,

*98; fig- UA
Portrait ofa Young Sculptor, 37, 37, 252; fig. 56

Bruun-Neergaard, T. C, 104

Byron, George Gordon, Lord, 217, 327

Cadiot, Noemie, 52on.

Calamatta, Lina, 313

Calamatta, Luigi, 218, 228, 264, 311, 312-13, 334"-, 358,

484, 518m

Ingres's portrait drawing of (1828; N 313), 276, 312—

13, 313; cat. no. 105

Callet (18th-century artist), Louis XVI, 10

Calonne, Vicomte Alphonse de, 511, 514

Cambon, Armand, 457, 530, 534, 536, 537, 538, 539, 555

executor of Ingres's estate, 538, 556

Studyfor "Madame Moitessier," 538, 538; fig. 328

Canova, Antonio, Hoi, ii4n., 132, igj

Pauline Borghese as Venus Victorious, 22, IQK fig- 86

Cantaloube, Amedee, 556

Careme, Marie-Antoine, 414

Carey, Charles-Philippe-Auguste, 264

Carpaccio, Vittore, influence on Ingres, lu

Castellani, Fortunato Pio, 452

Castiglione, comtesse de, 422

Cave, Hygin-Edmond-Ludovic-Auguste, 356, 394, 396,

398—400

Ingres's portrait of (1844; W 246), 396, 398—401, 399-,

552; cat. no. 124

study for (1844),,}^', 400; fig. 238

Cave, Mme Hygin-Edmond-Ludovic-Auguste, nee

Marie-Elisabeth Blavot, 394-400

Delacroix's portrait of, 394, 3.96', 397n.; fig. 236

Ingres's portrait of (early 1830s?; W 247), 394—98,

395, 398, 552; cat. no. 123

Self-Portrait, 396, jjjff, 397n.; fig. 237

treatise on drawing by, 394, 396-97

Caylus, comte de, 66

Jupiter, 66, 694 fig. ji

Cazeaux, Pierre-Guillaume, 84—85

Ingres's portrait drawing of (1798; N 23), 28, 84-85,

84; cat. no. 19

Cezanne, Paul

Achille Emperaire, 16, 73 fig. 23

Ingres's influence on, 373

Champagny, Jean-Baptiste Nompere de, 69

Champaigne, Philippe de, 33j 58-60 , 11 511.

L'Abbe de Saint- Cyran, 60, 6b; fig. 64

Chapelle, Joseph-Mathieu-Lambert, ij2

Chapelle, Mme Joseph-Mathieu-Lambert, nee Jeanne

Nicaise, 152

Chapelle, Madeleine. See Ingres, Mme jean-Auguste-

Dominique

Le Charivari, 369, 504

Charlemagne, imperial imagery of, 66-70

Charlemont, Lady Egle, 327, 3 30, 332

Charles brothers, 537

Charles X, 273, 275, 281, 288m, 300, 400; figs. 156, 293

Charnace, marquis Guy de, 472

Charreyre, E., 175, 341, 344

Chasseriau, Isaure, ij, i6j, fig. 21

Chasseriau, Theodore, 1^, 327, 472, 531, 534

Figure ofSatan for a Temptation ofChrist (1836-38),

533^ 544; fig. 322

Chateaubriand, Francois-Rene de, 118, 132, 300; fig. uo
Chatillon, Andre-Marie, Ingres's portrait drawing of

(1810; N 58), 129, 12^ i76n.; fig. 115

Chatillon, Charles de, ijJS, 159

Chauchard, Alfred, 16, 18} fig. 24

Chaumont-Quitry, comte de, 119

Chaussard, Pierre-jean-Baptiste (Publicola), 70, 88j 118,

500

Chauvin, Pierre-Athanase, 174-75

Chenavard, Antoine-Marie, Ingres's portrait of (1818;

N 229), 270

Cherubini, Luigi, 7, 106, 239, 332, 346, 378-84

Ingres's portrait of (1840-41; W 235), 7, 378—85,379,

384, 384, 390, 462, 531; cat. no. H9j fig. 227

study for (1833-34), 378-85, 380, 3^; cat. no. 12a

study for (ca. 1833-34), 380, 382; fig. 224

study for (1840-41), 380^3^ fig. 223

Ingres's portrait of, "and the Muse of Lyric Poetry"

(1842; W 236), 7, 332, 346, 355, 356, 372,

-S78, 378, 380, 389, 392, 406, 472, 501, 532^ 134,

figs. 8, 221, 320

Flandrin's copy of, 535

Isabey's caricature of, 383,3^3; fig. 226

Pils's portrait of, after Ingres, 381, 382; fig. 225

Cherubini, Salvador, 383

Choiseul-Gouffier, comte Marie-Gabriel de, 222

cholera epidemic, Rome, 1837, 328, 550

Chopin, Frederic, 338

Church, the Rev. Joseph, 206-8

Ingres's portrait drawing of (1816; N 182), 206—8,

20y\ cat, no. 69

Church, Dr. Thomas, J.nrt-S

Ingres's portrait drawing of (1816; N 183), 206—8,

2o€\ cat. no. 68

Claire (Thevenin), Mile Henriette-Ursule, 213-14

Ingres's portrait drawing of, "and Her Dog Trim"

(1816; N 191), 213—15, 2j_5; cat. no. tj

Clarac, comte Frederic de

Caroline Murat in the Royal Palace, Naples, 146, 146;

fig- 123

Ingres's portrait of, 500, 501

classicism

Ingres's support oi, 278

resurgence of, in Paris art world ca. 1840, 332

vs. Romanticism, 273, 323, 383, 502, 511

Close, Chuck, 3, 6

Clotilde, Princess, 469, 554

Cochin II, Charles-Nicolas, 25^ vjG

Cockerell, Charles Robert, 217-18

Ingres's portrait drawing of (1817; N 212), 217—18,

21 7, 218; cat. no. 75

Ingres's portrait of (1 817; N 195), 217

Cogniet, Leon, 359, 52on.

Colombet de Landos, Adolphe, Ingres's portrait of

(ca. 1810; N 83), 122

Comairas, Philippe, 290m

Comber, Henry George Wandesford, Ingres's portrait

drawing of. See under Woodhead, Joseph

Commune of 1871, 6

Constantin, Abraham, 466

Le Constitutionnel, 283, 503

Coraboeuf, Jean, 212, 262, 344, 345, 348

Cordier, Charles-Joseph-Laurent, 106, 122, 136

Ingres's portrait of (181 1; W 78), /o5, 106, 119, 122,

124m, 136, i42j 356, 526; fig. 933 detail of, 526,

526; fig. 310

Ingres's portrait drawing of (N 76), 264

Cornelius, Peter von, 112, 554

Cornu, Sebastien, 137

Correggio, Ingres compared to, 41

Cortois de Pressigny, Monsignor Gabriel, 120, 1 96—97

Ingres's portrait drawing of (1816; N 170), 196—98,

tpy; cat. no. 61

Cortot, Jean-Pierre, 224—25, 490

Ingres's correspondence with, 231

Ingres's portrait of (181 5; W 105), 112, 224

Ingres's portrait drawing of (1818; N 230), 124-25
,

225, 490; cat. no. 80

Coupin, Pierre-Alexandre, 288m, 294

Courbet, Gustave, 356, 512

Coutan, Mme Louis-Joseph-Auguste, z88n.

Couvent des Capucines, artists' work spaces in, it6_, 545

critics. See art critics

Crystal Palace Exhibition (London, 1851), 369

Cubism, j 8

Daguerre, L.-J.-M., 6

daguerreotypes, invention of, 411
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Dallemagne, Adolphe-Jean-Francois Marin, J.-A.-D.

Ingres (ca. 1861), 555; fig. 346

Dampierre, Chateau de, Ingres's visits to, 360-61

Daumier, Honore, Le Salon de i85y, 498, 499; fig. 251

David, Jacques-Louis, 10, 32, 42, 68, 85, 88, 93, 222, ^ISb

371

artistic opinions of, 107

art of, 28—29

followers of, 279

influence of, 182

influence on Ingres, 3, 6, 12, 27, 66, ni^ 366

studio and pupils of, 27-32, $8, 74, 116, 235^ 284, 478,

teacher of Ingres, 14, 88-89, W. 545

won the Prix de Rome, 325

Adelaide de Pastoret, 29^, 298; fig. 175

Belisarius, $24

Bonaparte Crossing the Great Saint Bernard, 66

The Coronation ofNapoleon, 65, 6j5j fig. 66

Emmanuel-Joseph Sieyes,6jj\ fig. 2

Gaspar Meyer, 35), 52

The Intervention ofthe Sabine Women, 14, 28-29, 29,

106, S24; fig- 42

Jacobus Blauw, 43a.

Ltctors Bringing Brutus the Bodies ofHis Sons, 28

Madame David, 138

Madame de Veminac, 9, 28^ 30, 260; fig. 41

Madame Recamier, 14, 29, 33, 151, 524, 5^, 545; fig. 306

Napoleon in His Imperial Robes, 6j, 66, 6#, 7m.; fig. 67

T^e OaiA 0/Me Horatii, 28

Philippe-Laurent de Joubert, 38, 40; fig.
5_9_

portrait of Cooper Penrose, 6

portraits of Napoleon, 48, 65

David d
J

Angers, Pierre-Jean

J.-A.-D. Ingres (ca. 1826), S48; fig. 335

Medallion ofJ.-A.-D. Ingres (ca. 1826), 5^ fig. 336

Dax, Pierre, 555

Debia, Prosper, 529-31

Debret, Jean-Baptiste, 74, 93

Decamps, Alexandre-Gabriel, 286, 169, 509, $54

Degas, Edgar, 3, 214, 397, 439

collection of, 143, 260

Ingres's influence on, 373, 410

passion for Ingres's art, 75

Therese de Gas Morbilli, 410, 410', fig- M5
de Kooning, Willem, influence of Ingres on, 21

Delaborde, Henri, 302-3, 457, 463, 482, 485, 488, 52m.

Delacroix, Eugene, 315, 357^ 15& i^9_, 397n-, 4I^i 5°9j

549, 554

elected to the Academie des Beaux-Arts, 371

elected to the Institut, 554

Ingres's rivalry with, 352, 367, 369—71, 554

opinion about Ingres, 368

opinion about Ingres's school, 371

political tendencies of, 5_io

relation with Mme Cave, 394, 396-971 400

Cleopatra and the Peasant, 394

Cumaean Sibyl 354

Le Lever, 397n.

Madame Cave, 394, 396, 3970.; fig. 236

Delafontaine, Pierre-Maximilien, 164

Delagardette, Claude-Mathieu, 156

Delannoy, Madame, Ingres's portrait drawing of, 85

Delaroche, Paul, 6, 29on., 325, 328
, 33511., 371, 463, 543

(1834) visit to Italy, 338

Ingres's rivalry with, 330-32

The Assassination ofthe Due de Guise, 325, 330, 331,

5ipj fig. I9J

Emmanuel de Pastoret, 296, 298; fig. 176

Execution ofLadyJane Grey, 330—32

Delavalette, Jenni, Ingres's portrait drawing of (1817;

N 202)
,
214

Delecluze, Etienne-Jean, 28, 29, 53, 116, 241, 274, 279,

361, 502, 515m, 52m.

Ingres's portrait drawing of (1856; N 440), 5i5n.

recollections of, 246, 284-85

Delessert, Benjamin, 357

Delvaux (engraver), 320

Delzons, Hector, 88

Demidov, Count Nikolai, 250, 372

Demidov, Prince Anatoly, 250

Denis, Simon, 118

Denner, Balthasar, 7, 503

An Old Woman, % 5o2^ 5033 fig. 29J.

Denon, baron Dominique Vivant, 48, 6_5_, 69, 70, 5i6n.

opposition to Ingres, 42

Desdeban, Jean-Baptiste, 129

Ingres's portrait of (ca. 1810; W 70), 128, 129—30,

130, 132, 154; cat. no. 28

Desgoffe, Alexandre, 361^ 526, 53L, 536, 537

Desmarais, Frederic, 58

Desmarest, Pierre-Marie (called Charles), 58

Desmarets, Pere, 58

Ingres's portrait of (1805; W 21), 33, 58—60, 59, 546;

cat. no. 2

Desmarets, Sebastien (fl. 1800-1820), 58

Destouches, Louis-Nicolas-Marie, 211- 12

Destouches, Mme Louis-Nicolas-Marie, nee Armande-

Edmee Charton, 211—12

Ingres's portrait drawing of (1816; N 192), 211—13,

212% cat. no. 72

Destouches de Migneux, Pierre-Charles, 211

Desvachez, David-Joseph, 313

Devillers, Hippolyte-Francois, 122, 135—36

Ingres's portrait drawings of (1811, N 77; 1812, N 78),

136, 264

Ingres's portrait of (1811; W 79_), 122, 135-36, UZ>

142; cat. no. 31

Dien, Claude-Marie-Francois, 214, 482

Disderi, Andre-Adolphe-Eugene, 422

Delphine Ramel, 368; fig. 214

James de Rothschild, photograph of (1859), 414, 417;

fig- Ml
photograph of Betty, baronne de Rothschild

(ca. 1857-58), 422,^ fig. 2uj

photograph of Ingres's Baronne de Rothschild (1859),

4^2, 423\ fig- 262

Domenichino, influence on Ingres, 106

Doudan, Ximenes, 401, 408

Dourlen, Victor, 160-61

Ingres's portrait drawing of (1808; N 48), 160—61,

161; cat. no. 39

Doyen, Gabriel-Francois, 182

Drach, David-Paul, Ingres's portrait drawing of

(ca. 1 840; N 373)5 326, 327; fig. 187

Drolling, Michel-Martin, 224

Drouais, Jean-Germain, 534

Duban, Felix, 175, 3_6_0; 373n., 53J

Dubreuil, Pierre-Antoine, 152

Du Camp, Maxine, s 1

2

Duchatel, comte Charles-Marie-Tanneguy, 34^ 338

Ducis, Jean-Francois, 90

Ducq, Joseph-Francois, 545

Dulong de Rosnay, Louis-Etienne, Ingres's portrait

drawing of (181 8; N 231), 537

Dumas, Alexandre, 394

Dumas, Michel, 536, 537

Dumont, A.-L., 3^2

Ingres's correspondence with, 33411.

Dupaty, Charles, 450

Ingres's portrait drawing of (N Jg^ 17611., 490

Dupaty, Louis-Marie, 242

Du Pays, A.-J., 509

Duponchel, Henri, 414

Du Seigneur, Maurice, 54m.

Duthanofer (artist), 531

Duval, Charles, 532

Duvaucey, Madame, 1.0.2

Ingres's portrait of (1807; W 48), 17, zoo, 102, rnj, 146,

275) 282, 340, 362, 410, 469, 503, 5Q4, 514, 546,

55a, ^43 fig. 87; detail of, 5jj, 514; fig. 304

Ingres's portrait drawing of (1851), tor, 102, 294; fig. 88

Duveyrier, Charles, 84

Duvivier, Edmond, 175

Ecole des Beaux-Arts, 281, 325, 338

Enfantin, Barthelemy-Prosper, 84

Etex, Antoine, 484

Etruscan vase drawings, 29

Eugenie-Marie de Montijo de Guzman, Empress, 440

L 'Europe litteraire, 283

Eyck, Jan van, and Hubert van Eyck, 68, 70—71

God the Father (from the Ghent altarpiece), 11, 68, 70;

% 75

influence on Ingres, 41

Fabre, Francois-Xavier, 27, 236; 244, 250, 260, 300, 524

Ingres's quarrel with, 242, 244

relations with the countess ofAlbany, 241

Judgment ofParis, 30511.

Louis-Francois Benin, 300, 303; fig. 177

Famin, Charles-Victor, 326

Feral, Monsieur, 441

Ferrieres, Chateau de (Rothschild palace), 41^ 422

interior, 419, 422; fig. 259

Fesch, Cardinal, 118, 120

Feuchere, Jean-Jacques, 414-16

Flacheron, Frederic, 175

Flandrin, Hippolyte, 129, 132, 154, 283^ 29m., 304, 314^

326, 343, 357, 377n., 3803 422, 469, 490, 53 1
, 533.

539, 549, 550

copy of Ingres's portrait of Cherubini, 535

influence of Ingres on, 410

Ingres's correspondence with, 515ft.

Ingres's portrait drawing of (1855; N 434), 47&, 483,

483; cat. no. 158

life of, 477-79

head of Ingres from Studyfor "The Martyrdom ofSaint

Sympkorian" (before 1832), 5jo, 531; fig. 317

James de Rothschild (1 863), 414, 422, 422; fig. 26c?

Madame Hippolyte Flandrin, nee Aimee Ancelot, the

Artists Wife, 410, 410; fig. 244

Napoleon III, Emperor ofthe French, 391, 392; fig. 234

portrait ofMadame Balay, 540

Theseus Recognised by His Father, 283, 283, 549; fig. US6

Flandrin, Mme Hippolyte, nee Aimee-Caroline Ancelot,

477-79

Flandrin's portrait of, 410, 4io\ fig- 244

Ingres's portrait drawing of (1850; N 419), 477—79,

477\ cat. no. 1x5

Flandrin, Paul, 314, 326; 422, 469, 478, 523, 526, 533, 534,

534 5J7_, 529j 540, 550

Ingres Posing Nude in David's Studio, after Fleury

Richard (ca. 1800), S4G; fig. 332

Odalisque with Slave, 329, 555, 5j5, 536; fig. 324

Flavigny, Catherine, comtesse de, 429, 430—36

Flaxman, John, 29, 30, 66, 365

influence on Ingres, 103

style of, 30-31

The Embassy to Achilles (The Iliad), 30, jo, 103;

fig. 46

The Fightfor the Body ofPatroclus (The Iliad), 29, 29,

I03jfig.43

Jupiter Sending the Evil Dream to Agamemnon (The

Iliad), 66, 6_5j fig. 65

Flemish art, influence on Ingres, j8

Florence, 53, 235, 548, 550—51

Forbes, George, 210

Forbin, comte Auguste de, 42, 116-17, 120, 132, 278,

29m-, 549

assisted Ingres's career, 274

Ingres's portrait drawing of (1812; N 87), 119

Forest, Jean-Fran90is-Antoine, 269-70

Ingres's portrait drawing of (1823; N 280), 269—70,

269^ cat. no. 95

Forestie, Edouard, 50

Forestier, Charles-Pierre-Michel, 42, 43n., 74, 93, 97, 501

Ingres's correspondence with, 70, 97, 235

Forestier, Mme Charles-Pierre-Michel, nee Marie-

Jeanne-Julie Salle, 523

Forestier, Marie-Anne-Julie, 41^, 72-75, 93, 454, 546

copy after Ingres's 1804 self-portrait (1807), 12, 36,

72-75, 73, STL 454, 459, 499, 5°o, V^.;
cat. no. 11

Forestier family, 93—94

Ingres's portrait drawing of (1806; N 33), 31, 41, 85,

92, 93—94; cat. no. 23
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Ingres's portrait drawing of (1850—51; N 353,32, 75?

9jj fig. 76

Ingres's portrait drawing of (n.d.; N 34), Q2^ 94; fig. 77

Forgeot, Monsieur, 489

Fornarina, La, 154. For depictions of, see Ingres, Jean-

Auguste-Dominique, works: The Betrothal of

Raphael, Raphael and the Fornarina; and Raphael

Forster, Francois, 2i2n.

Ingres's portrait drawing of (1825; N 289), 276, 277;

fig- 153

Foster, John, 213

Foucauld, Charles-Edouard-Armand de, 356, 426

Fould, Achille, 421

Fouquerelie, Charles-Alexandre, 175

Fouquet, Jean, 240

Foureau de Beauregard, Dr. Louis, 262

Ingres's portrait drawing of(N 250), }_iin.

Fournier, Fortune de, 262

Fournier, Jean-Joseph, Ingres's portrait drawing of

(N 148), 270

Fragonard, Alexandre-Evariste, 277

France nouvelle, 283

French Revolution, 27, 300

Freundschaftsbilder (friendship paintings), 36

Gainsborough, Thomas, 202

Galichon, Emile, 456, 52m., 554

Galimard, Auguste, 437

Galli, Elisabetta, 133

Gallois, Mme Felix, nee Nathalie-Rose-Joachime

Bochet, 479-80

Ingres's portrait drawing of (1852; N 430), 479—80,

480; cat. no. 136

Garnerin, Andre Jacques, 87

Garriod, baron Hector de, 2i$2

Gatteaux, Edouard, 50, io^, 122, 169, 178, 231, 335n.,

Mli 171? 376n., 3^6, 39111., 401, 478, 484, 546

Ingres's correspondence with, 323, 328, 332, 335n.,

180,114; 535

Gatteaux Collection, 453n.

Gauguin, Paul, Ingres's influence on, 373

Gautier, Theophile, 7, 284, 358, 369, 418-19, 429, 432,

45i, 4640., 504, 511, 5J4, 5x511., 51711., 51911., 52m.

La Gazette de France, 279, 286, 304

genre paintings, status of, 107

Geofroy, Louis, 357-58, 417, 419-21

Gerard, Francois, 10, 27, 32, 48, 65, 68, 87, 90, 102, 1x8

Belisarius, 28

Caroline Murat and Her Children, 246, 147; fig. 124

Madame Regnault de Saint-Jean-d'Angely, 41, 41; fig.

(Si

Napoleon in His Imperial Robes, 66, 68
}
7m.; fig. 69

Gericault, Theodore, 352

German art, influence on Ingres, 58

German Nazarene artists, 112, 240

Gerome, jean-Leon, 15

Portrait ofa Lady (Marie Gerome?), 13, LT> fig- 22

Gerothwohl and Tanner,/.-A.-D. Ingres (ca. 1855), 462,

463; fig. 2&fS

Gervais L'Hoest, Marguerite-Lucile-Antoinette, 2.62

Ghiberti, Lorenzo, Hannah, 404, 405 ; fig. 241

Gigoux, Jean, 129, 132

Gilbert & George, 3

Gilibert, Jean-Pierre-Francois, 34, 36, 52, 53—54, 74, 112,

120, 236, 242, 252, 456

Ingres's correspondence with, 107, 238, 243, 273, 275,

279-80, 281
, 282, 316 , 352, 3X1, 360, 365, 382,

386, 390—91, 404, 405, 408, 416, 429

Ingres's portrait of (1804-5; W 15), 12, 13, 35, 36,

53~54, 55> 56, 74, 456, 546, 555; cat. no. 5

Ingres's portrait drawing of (1829; N 319), 54, 277;

fig. t6 1

Gilibert, Pauline, 54

Ingres's portrait drawing of (N 386), 54

Giotto, Ingres's last tracing of a work of, 536

Girodet, Anne-Louis, 27, 32, 48, 3^ 373^ 524

Francois-Rene de Chateaubriand, 118, 119; fig. no
Funeral ofAtala, 305n.

Monsieur Bourgeon, 26, 27, 33; fig. 32

Giroux, Alphonse, 222

Gluck, Christoph WilHbald, Ingres's enthusiasm for,

347,547

Godinot, Louis-Francois, 314

Godinot, Mme Louis-Francois, nee Victoire- Pauline

Thiolliere de 1'Isle, Ingres's portrait drawing of

(1829), 314, 314; cat. no. 106

Goncourt brothers, 368, 372, 382, 484, 512

Gonin, Jeanne-Suzanne-Catherine, later Mme Pyrame

Thomeguex, 243, 154

Ingres's portrait of (1821; W 147), 155, 243, 244, 254—

56, 255, 467; cat. no. 87

Gonin, Jean-Pierre, 243, 254, 256, 262, 466

Ingres's portrait drawings ofM and Mme (1841;

N 383, 382), 467

Gonin, Louise, Ingres's portrait drawing of (1821;

N 2^7), 242, 243, 467; fig- 142

Gonin, unnamed young man from family of, Ingres's

portrait of (1834; N 361), 467

Gonin family, 333, 466

Gonse, Mme Henri, nee Josephine-Caroline Maille, 363,

436, 484

Ingres's portrait of (1845-52; W 269), 363-64,363,

416, 505, 532, 553, 554; fig. 208

Gonse, Jean-Henri, 155

Gori, Antonio-Francesco, 66

Gorky, Arshile, influence of Ingres on, 2}

Gossuin, Cesar-Eugene, 550

Gouel, Eva, iS

Gounod, Charles, 327, 328, 332, 346-48, 531

Ingres's portrait drawing of (1841; N 376), 328, 346—48,

,?V7; cat. no. 117

Gounod, Mme Charles, nee Anna Zimmermann, 348

Ingres's portrait drawing of (1859; N 447), 348, 493 ,

4W, cat. no. 164

Goupil, Dr. Auguste, 311

Gouriev, Count Nikolai Dmitrievich, 244, 250-52, 526

Ingres's portrait of (1821; W 148), 119, 12m., 244-46,

a5Q— 53. 526; cat. no. 863 detail of, 526, Szj;

fig. 311

Gourieva, Countess Maria, nee Narychkina, 244, 250

Goya, Francisco de, Ingres's work compared to, 138

Graham, John, Poussin m'instruit, 2 j,n.

Granet, Francois-Marius, 32, 42, 53^ 985 102, 107, 116—20,

124, 126, 132, 144, 236, 242, 250, 252, 329, 526, 5 39

as collaborator on Ingres's paintings, 132, 5iG, 527;

figs. 310, 312

Ingres's correspondence with, 236, 332, 351

Ingres's portrait drawing of (1809), 119, fig. uu

Ingres's portrait of (1809;W 51), 102, 116—21, ny, 124,

126, 132, 146, 246, 250, 252, 526, 546; cat. no. 23

Ingres's portrait drawing of, "Seated" (1812; N 85),

226, 119; fig. 107; copy of (N 86)) 119

The Choir ofthe Capuchin Church in the Pia^a

Barberini, 107, 120

The Colosseum, Rome, with a Cypress, 126, 126; fig. 114

Interior ofthe Church ofSan Benedetto, near Subiaco, 120

The "Manica Lunga" ofthe Quirinal Palace, Rome,

tlG, 119; fig. 108

The Painter Stella in Prison in Rome, ng
Saint Louis Buying Back French Prisoners in Damletta,

120

View ofPalombara Sabina (perhaps by Granet), 12m.,

252, 526, 52j\ fig. 312

Granger, Jean-Pierre, 88, 98, 545

Grantham, Lord (Thomas Philip Robinson), ?. <-> t- 2

Ingres's portrait drawing of (1816; N 177), 103, 111,

ior—2, 201, 527 ; cat. no. 64

Greuze, Jean-Baptiste, 33, 46-47

influence on Ingres, 33J

SelfPortrait, 33, 33, 52; fig. 51

Gros, Antoine-Jean, 27, 32, 33, 48, 277, 359, 371, 504

Bonaparte as First Consul, 33, 48, 48^ fig. 62

Bonaparte at Areola, 48

Guenepin, Auguste-Jean-Marie, 162

Ingres's portrait drawing of (1809; N £23, 162-63,

i6.y, cat. no. 40

Guerber, Auguste, 466

Ingres's portrait drawing of (1841; N 383), 467

Guerber family, 243, 254, 466

Guerin, Pierre-Narcisse, 132, 214

Gueroult, Adolphe, 84

Guille, Fernand, 93, 487

Guille, Isabelle, Ingres's portrait drawing of (N 441), 487

Guille, Jean-Francois, 486-87

Guille, Mme Jean-Francois, nee Leonie Ramel, 487

Ingres's portrait of (1852; N 431), 486

Guizard, Monsieur de, 367

Guyet-Desfontaines, Mme MarcelHn-Benjamin, Ingres's

portrait drawing of (1841; N 385), 177"-, 32<5, 327;

fig. 188

Hache, Norbert-Irenee, Ingres's portrait drawing of

(N 438), 488

Halevy, Fromental, 378, 384, 384^ fig. 227

Halevy, Ludovic, 397

Hallerstein, Baron Haller von, 232

Haro, Etienne-Francois, 464^, 539

Harvey, Henriette, 931

Ingres's portrait drawing of, and her half sister (1804;

N 333, 14, 90—91, 91; cat. no. 22

Haureau, Jean-Barthelemy, 286

Hausmann, Baron, 373

Haussonville, Gabriel-Paul-Othenin, d', 404

Haussonville, Joseph-Othenin-Bernard de Cleron,

vicomte d', 401-4

Haussonville, vicomtesse Othenin d', nee Louise-

Albertine de Broglie, 4, 356, 401—11

Ingres's portrait of (1845; W 248), 4, 10, 13, 153, 359,

362—64, 401—13, 403, 416, 440, 447, 449, 506,

507, 5o8-9> 512, 538, 553, 532, 534j cat. no. 125

detail of, 40$, 507, 5oy, figs. 243, 300

drawing ofthe composition now at Providence, 406

study for (1 842), 402, 404, 405; fig. 239

study for (1842; N 390), 402, 405 ; fig. 240

studies for (ca. 1845), 401—13, 402, 404, 405, 405,

406, 406, 407, 408, 538; cat. no. 126, 127,

128, 129, no, m; fig- 242

study for (1845), 406, 332, 538; fig. 337

Hay, Sir John, and his sister Mary, ?.io— 71

Ingres's portrait drawing of, (1816; N 1 87), 210—11,

211; cat. no. 73

Hayard, Albertine, Ingres's portrait drawing of (1812;

N 83), 174, 173, 17711.

Hayard, Caroline, Ingres's portrait drawing of (1841;

N 377), L75

Hayard, Charles, 222

Ingres's portrait drawing of, and his daughter

Marguerite (1815; N 133), 174, 180, i8o\ cat.

no. 50

Hayard, Mme Charles, nee Jeanne-Susanne Alliou,

174-75

Ingres's portrait drawing of (ca. 1812; N 823, 174—76,

175\ cat. no. 47

Ingres's portrait of, and her daughter Caroline

(1815; N 1323, 134

Hayard, Jeanne, 173

Ingres's portrait drawing of (1815; N 134), 174, 181,

281\ cat. no. 53

Hayard, Marguerite, 133

Haydn, Franz Joseph, Ingres's enthusiasm for, 236, 383,

542, 553

Hebert, Ernest, 132

Heim, Francois-Joseph, 277, 534

Charles X Distributing Awards at the Salon of1824,

273, 27^; fig. 136

Heine, Heinrich, 414

Henriquel-Dupont, Louis-Pierre, 554

Hequet, Gustave, 457n.

Hequet, Mme Gustave, 454-57

Hequet, Mme Gustave(?), copy after Ingres's 1804 self-

portrait (ca. 1850-60; W 183, 12, 36, 74 1 454—58,

455, 459, 462, 5 i6n.; cat. no. 147

Herculaneum, fresco from, 8

Hersent, Louis, 29on., 438

history painting, 3, 26, 98, 107, ^03

Hittorff, Isabeile, later Madame Gaudry, 9

Ingres's portrait of (before 1856), 2, UX fig- 13
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Hittorff, jacques-Ignace, 9, *55, 373, 382, 41^,4^ ULiiS2.

Ingres's portrait drawing of (1829; N 120), 276, 2y8;

% 163

The Temple ofthe Muses, 554

Hittorff, Mme Jacques-Ignace, Ingres's portrait drawing

of (1829; N 321), 276, zj8± fig. 162

Holbein, ^ 10, 422

Hotel de Ville, Paris, decorating of, by various artists,

352, 367-68,536-37,113

Hugo, Victor, 303-4, 318, 400

Humboldt, Alexander von, 345

Ingres, Anne-Marie (sister) (1790-1870), 4211., 52

Ingres, Augustine (brother) (1787-1863), 42m, J2

Ingres, Jean-Auguste-Dominique (1780-1867)

artistic education, 25

at the Academie Royale, Toulouse, 26^ 52, 77, 545

student days in Paris, 13

student of David, 14, 27-31, 88-89, 524, 52 5, 545

artistic fame and following

avenue in Paris named after, jjj

controversy over his merits, 2S6

followers of ("school"), 283-84, 287, 323, 332,

503-4, 539

growing power and prestige of, by 1831, 282

hagiography, 281, 284—85

his desire to be esteemed by posterity, 455

influence of, on later artists, 15—22

place in art history, 514

success of artistic career, 323

artistic opinions, 107, 28911.

artistic practice and technique

academic figure exercises, 4-5, 30

accused of copying himself, 503

anatomical distortions in portraits, 287, 506-8, 511

backgrounds of portraits, 103, 119, 126, 182, 252,

bourgeois Realism in, 260, 275

church patronage, avoided, 478

ckyscape backgrounds of portraits, 170, 198

collaborations with other artists, 252, 380, 390,

5*3-40

color muted, 304

complaint that small-scale works are not remuner-

ative, i48n.

conservative turn in, after 1824, 273

costume and jewelry shown in, 10, 294, 296, 364,

417-18, 433,440, 452, 502

criticized as primitive and Gothic, 64, 240, 273,

499-500, 504

delays in completing works, 429, 433 (see also

character: procrastination in finishing

works)

desire for artistic autonomy, 2S0

dishevelment of a sitter indicating creativity, 132

draftsman rather than a colorist, held to be, 503

drawings highlighted in watercolor, rarely, 480

eclecticism in, 355

18th-century style in, 77
frames, 135, 305, 363, 396, 398

genre paintings, 275

history painting, 106, 176, 23^ 246, 274, .477, 503,

5*8-29

idealism in, 7—8

imagination, lack of, jix, 512-15

influences on, from many directions, 13—14, 540

landscapes in background of portraits, 103, 119, 126

mediums used, 1 96, 361

mixture of contemporary and timeless themes, 7-12

model, absence of, in painting figures, 329

murals, 360-61, 367

nudity in, iol, 107, 357, 372, 449, 456

paper used in drawing, 222

pendant portraits, 257, 276

pets depicted in, l6

a photograph used as model for a portrait in late

work, 463

photography, suggested affinity with his portraits,

359, 362-64, 410— 11

pigments used, 203, 534

plagiarism, accusation of, 275, 501

portraits intimes of friends and loved ones, 254, 327

portraiture, Ingres's wish to give up, 235^ 246, 275,

352, 386,416, 422, 4^8

profile portraits, 129, 176, 17611., 17711.

realism in, and deviations from reality, 6-7, 390, 5_n

religious art, 286, 357

Renaissance influence on, 240, 323

replicas made in Ingres's studio, 391-92, 535-40

retouching and revisions of own paintings, 74,

12411., 289n., 365, 456

signatures, 26, 30, 33, 85, 192-93, 254

social and political implications of works, 508-10

social class expressed in, 508

studio assistants used in, 102, 303, 372, 449,

5*3-40

"system" of, as seen by critics, 503

troubadour manner, 275, 295

varnishes, changes in over time, 306m

awards and medals

Grande Medaille d'Honneur of Exposition

Universelle, 370, 554

Legion of Honor, chevalier in, 548; commander in,

552; grand officer in, 351, 370, 456, 462, 154

officer in, 273, 501, 550

Order of San Giuseppe di Toscana, 554

Prix de Rome, second place, 545; Grand Prix, 29,

30, 85,93,499, 545

Prussian Cross of Civil Merit, 551

biographers and studies of, 292, 485, 523

oeuvre catalogue of 1851, 254

sources of information, iSj

birth and childhood, 25, 545

character

authoritarian and intransigent, 462

feelings of persecution, 282

kindness to students in his Villa Medici, 346

love of music, 77, 93, 220, 227, 236, 280, 315—16,

344,313

procrastination in finishing works, 361, 363, 416—17,

463

reports on, 347

self-image, 352, 462

sensitivity to adverse criticism, 287, 298, 497-521

social insecurity of, 136, 280

collection

of Greek vases, 42m

of other artists' works, 103

courtship and engagement to Julie Forestier, 72, 93,

546; engagement broken, 74, 53, 98, 546

courtship and engagement to Madeleine Chapelle,

106, 152, 154, 264, 547

courtship and engagement to Delphine Ramel, 484-85,

SB
critics. See art critics, and Ingres

daily life

apartments in the Institut de France, Paris, 351,

359-60, jSh 51^ 553-54

finances, 7.80

and David, 88-89, 524—25. See also David, Jacques-

Louis

death and burial of, 343, 373, 485, 556

will of, 156

death of wife (M. Chapelle), 1^4, 469, 472, 553

and Delacroix, 509. See also Delacroix, Eugene

exhibitions

1802 Salon, 32, 499, 546

1806 Salon, 74, 88, 320, 45^ 499-502, 546

1809 Campidoglio, Rome, 101, 119, 546

1814 Salon, 124, 135, 142, 501, 547

1819 Salon, 112, 235, 501, 548

1824 Salon, 53, 246, 273-75, 323 , 501
,
548

1824 studio exhibition, 389

1827 Salon, 294, 502, 549

1833 Salon, 282, 340, 502-5
, 5jo

1834 Salon, 323, 340, 504, 550

1842 portraits of Cherubini on view at Musee du

Luxembourg, 355, 382, 5_5j

1842 studio exhibition, 505, 551

1846 Ronne-Nouvelle retrospective, 305, 351, 359,

408, 505-9, 5o6, 552; fig. 29J

1848 studio exhibition, 418-20, 505, 552

1852 studio exhibition, 50^ 5^3.

1854 studio exhibition, 438, 45J, 505, 553

1855 Exposition Universelle, 3-6, 4^ 64, 287, 351,

368-71, 382, 410, 41m., 421, 438, 451, 456,

509-15, 5/o, 554; figs. 2, 3, 301, 30*

1S57 studio exhibition, 441, 554

1861 and 1862 Galerie Martinet, 372, 52m., 5i5

1861 Societe des Arts-Unis, 231, 515, 554

1862 London International Exhibition, 5_y

1S64 studio exhibition, 505, 52m., 555

1867 memorial retrospective, 15-16, 60, 373, 410,

422, 441,452, 5S6

1885,452

*9QQ, 452

1967-68 centennial exhibition in Paris, 423

private studio showings, 351, 356, 505

eye problems, 449

Florence

residence in (1820-24), 13j II4j 235-46, 466, 548;

resides with Bartolini, 236, 548

trips to (1834-41), 466, 550, 551

marriage to Madeleine Chapelle, 107, 111, 119, 154,

147

marriage to Delphine Ramel, 133, 368, 484-85, 489, 553

memberships, institutional

in Academie des Beaux-Arts, Paris, 120, 246, 273,

^74, 548, 149

in Akademie der Kunste und Mechanischen

Wissenschaften, Berlin, 152

in Association des Artistes, 552

in Ecole des Beaux-Arts, Paris, 279, 280, 281, 529,

549; officer of, 279; resigns presidency and

professorship, 365, 553

in Koninkhjke Academie voor Schone Kunsten,

Antwerp, 463, 552, 554, 556; correspondence

with regarding Self-Portrait (cat. no. 149),

463

in Royal Academy, Belgium, 552

in Senate, Paris, 351, 372, 555

Naples, trip to (18 14), 1 20, 144, 146, 547

Notebooks (lists of his own works), 8^ 365, 372-73,

485,488

Paris

residence in (1797-1806), 27—42

residence in (1824—34), 273—87; resides with

Thevenin, 312, 548

residence in (1841—67), 351—71; apartments in

Institut de France, 35^ 359-60, 551, 552,

55 3-54; portraits in demand, 416; received

in high society, 353-54, 401, 551

political views, 282, 365

portrayals of

calotype by Laisne, 462, 552; fig. 340

caricature by Benjamin, 382, 5_5_o_; fig. 338

caricature by Nadar, 359, 55j; fig. 342

caricature by unidentified artist, 114, 55^, 556;

figs- 343> 347

drawing by David d
J

Angers, 548; fig. 335

drawing by Flandrin, of Ingres posing, 5^6~;

fig. 332

drawing by Lehmann, 555; fig. 345

drawing by Menn, 55z\ fig. 341

drawing by unidentified artist, 55r, fig. 333

medallion by Bartolini, 5_4j; fig. 334

medallion by David d'Angers, 548; fig. 336

oil by Bonnat, 544; fig. 330

oil by Madrazo y Kuntz, 549; fig. 337

photograph by Dallemagne, 555; fig. 346

photograph by Marville, 556; fig. 348

photograph by Petit, 55^; fig. 344

photograph of, ca. 1855, 462, 463; fig. 286

study by Flandrin for Saint Symphorian, 5, 30, 531;

fig-3i7

See also Ingres, Jean-Auguste-Dominique, self-

portraits
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quotations

"The Ancients and Raphael!" 323., 351

"Le dessin est la probite de l'art," 289n.

"There is no grace without strength," 347

Rome
residence in as pensioner at Villa Medici (1806-10),

later as artist (1810—20), 93, 97—1 14, 546-47;

penurious years drawing portraits (1815-17),

174, 207, 213, 547

residence in as director of Academie de France at

Villa Medici (1834-41), 152, 254, 287, 323-

33, 338, 351, 401, 466, 42L ai, tfO=5J

as teacher

atelier of, in Paris, 15, 279-81, 283, 475, 478, 503,

students of, successful careers of, 539-40

success of, 323

teaching methods, 281

works, generally

copies of, 173, 241, 405, 535

destroyed and disappeared, 190, 37611., 392m

doubtful works, 485

earliest works, 23, 26, 545

engravings of works, 36 5

last portrait drawings, 488

photographs of, as historical evidence of earlier

states, 456

See also Ingres, Jean-Auguste-Dominique, self-

portraits; Ingres, Jean-Auguste-

Dominique, works

Ingres, Jean-Auguste-Dominique, self-portraits, 73^ 264,

of 1804, 12, 16, 35, 32, 41-42, 72-75, 124, 264, 365,

454-53,45 9, 546

copy by the artist of head of, pencil (date

unknown), 74, 76, 76, 264; cat. no. L2

Forestier copy of (1807), 12, 36, 72—75,7J, 97,

454, 459, 499, 5QQ, 51611.; cat. no. 11

Hequet copy of (ca. 1850-60; W 18), 13, 36, 74,

454—58, 455, 459, 462, 5 i6n.; cat. no. 147

Marville photograph of (ca. 1850), 36, 74, 454,

454, 5i6n.; fig. 2S2

Potrelle (?) etching of (before 1850), 36, J5^ 74,

454, 4S4, 456, 5i6n.; figs. 54, 281

Reveil engraving of, J46; fig. 333

revised version of (ca. 1850; W 36, 264, 362,

364* 365-66, 372, 454, 456, 469, 5i6n., 354;

figs. 209, 283; copy of, by Atala Varcollier,

4i7
of 1813 (lost), in courtship letter to Madeleine

Chapelle, 264

of 1822, drawing (N 265), 264—65, z6S\ cat. no. 91

of 1835, (N 364), 218, 264, 328, 336,. 3XS cat- no -

of 1858, the artist at the age of seventy-eight (W 285),

264, 368 > 32^ 41h 459~65> 4®>, 539. 5J4J cat.

no. 148; copies of, 539

of 1859, the artist at the age of seventy-nine (W 292),

366, 368, 462, 463; figs. 212, 285; copies of, 539

of 1859, pencil drawing, 462, 463; fig. 287

of 1864-65 (W 316), 372, 459-65, 461. 463, 556;

cat. no. 149; copies of, 533

Ingres, Jean-Auguste-Dominique, works

The Alliance ofRoyalty and Religion, drawing, 288n.

The Ambassadors ofAgamemnon (1801; W 73, 30, jo,

I45jng-4j

the Angel of Death, in honor of Flandrin (1864), 479

Antiochus and Scipio (1802; W 2; destroyed), 545

Antiockus and Stratonice (ca. 1806; pencil and wash),

313 jj, 3253 fig. 49
Antiochus and Stratonice (1840; W 232), 3o6n., 325,

329~32
, 332, 34i 35i 386, 396, 397, 408, 422^

489, 5150., 51811., 531, 133, 550, 551, 552; fig. 194

detail of background for, with Victor Baltard

(ca. 1825?), 330, 343, 532, 532; fig. 310

Ingres's earlier treatment of the theme, 333m

study of drapery (ca. 1840), 329,.;.?/; fig. 193

study of Stratonice (1840), 329, 331; fig. 192

Antiochus and Stratonice (W 164, 224), 288m

Antiochus and Stratonice (W 322), 372

Aphrodite Wounded by Diomedes (ca. 1S05; W 28), 31,

3ii&& 42

The Apotheosis ofHomer (1 827; W 168), 4, 5, 8, 277-

7_9_, 299n -> 151a 332, 355,430, 503, 51511.,

529, S29, 535, 549; figs. 4, 164, 315

sketch for, 295

study for (W 324), 51511.

The Apotheosis of'Napoleon I (Hotel de Ville, Paris,

ceiling mural; destroyed), 367—68, 536-37, 553

sketch for (1853; W 271), i, 6; 351,352,365,368,

44Q, 536, 553; figs. 5j 210

Archangel Raphael

cartoon for (1842), j5j, 354, 391, 405; fig. 196

stained glass (1843), j5j, 354, 391; fig. 197

Aretino and the Envoyfrom Charles V(W 103), 548

Aretino in the Studio of Tintoretto (W 104), 548

Rather (W [63, 205), 288m

The Bather of Valpincon (1808; W 53), 98^, 323,

li8_, 5J16J
fig. 8j

Belisarius, copy after Francois Gerard (ca. 1797), 28.

^ fig. 40

La Belle Ferroniere, copy after Leonardo da Vinci

(before 1806), 150, /5o, 396; fig. 126

The Betrothal ofRaphael (1813-14; W 85), 108, no,

144, 1473 fig. 102

Rirth ofthe Muses, 534

Christ and the Virgin Mary paintings (W 211, 302),

288m, 295

Christ Giving the Keys to Saint Peter (1820; W 132),

112, 113, 120, 132, 213, 235, 352, 528, 547, 55';

fig. m6
Christ Giving the Keys to Saint Peter (Gatteaux),

Ingres's copy of, 33511.

Cincinnatus Receiving the Deputies ofthe Senate (Wi;

lost), 543

Dampierre, murals project at, 365, 434, 535, 532. See

also Ingres, Jean-Auguste-Dominique, works:

The Golden Age, The Iron Age

The Death ofLeonardo da Vinci (W 118), 108, 299^, 548

Don Pedro ofToledo (W 207), 288n.

Don Pedro of Toledo Kissing the Sword ofHenry IV
(1814; W 101), 108, 124, 5473 (reworked;

W 141! 142

The Dream ofOssian (1S13; W 87), 106, toy, 534, 547;

fig- 25

watercolor version of, 372

An Emperor Seated on His Throne, after Byzantine

ivory (1806; pencil), 66, 69; fig. ji

The Entry into Paris ofthe Dauphin, the Future Charles

F(i82i; W 146), 2,3s, 239-40, 295, 518m, 529,

548, 1331 fig- 136

Four Figure Studies, after Andrea del Sarto (1823),

240, 241; fig. 139

Francis L at Leonardo da Vinci's Deathbed (W 267), 345

The Golden Age (1 842-47; W 25O, 352, 360- 61, 36b,

365,490, 333, 552; fig. 204

study for (ca. 1842-47), 361,36V, 397m; fig. 205

The Golden Age (1862; W 301), 361,,36'1, 372, 555;

fig. 206

Grande Odalisque (1814; W 93), 14, 108, no, 12m.,

144, 147, 15', 408, 4'Q, 547, 548, 55 2 i
fig-^

Ingres's lithograph of, 549

study for (W 96}, 293

head ofyoung woman (N 32), 90

Hector Bidding Farewell to Andromache (1801; W 6), 545

HenryIVPlaying with His Children (W 143), 12, 108, 548

Henry LV Playing with His Children (W 204), 288m

Henry VIII, copy after Holbein (ca. 1815-20?), 10, t2±

fig- 15

Homer and His Guide (W 298), 555, 536

Homer Deified (1864-65; pencil and wash), 372, 525,

530-31, 556; fig. 316

Hotel de Ville ceiling mural, The Apotheosis of

Napoleon
/_, 367—68, 536—37, 533

The Investiture ofTaddeo Barberini, after Agostino

Tassi (ca. 1814), 5jg, 540; fig. 329

The Iron Age mural (not completed), 352, 36), 365 ,

535*55*

Baize's studies for, 534, 535; fig. 323

Jesus among the Doctors (1842-62; W 302), 154, 333,

372,. 372, 52m., 5533 fig. 239

Joan ofArc at the Coronation ofCharles VII in the

Cathedral ofRheims (1851-54; W 273), 367,

^68, 369, 43^ 536, 133i% 215

The Journalist (1824-34?), 497, 4.98; fig. 290

Julius Caesar (W 311), 555

Jupiter and Antiope (W 265), 433

Jupiter and Thetis (1811; W 72), n, 103, 104, 120, 547,

ilojng-92

La Fontaine Oeuvres completes, Ingres's drawing for,

542

landscapes removed from a sketchbook attributed to

Ingres, or by an unknown collaborator, 526-28

Landscape with Vesuvius (1814), 144, 146; fig. 122

Maddalena Doni, Study ofa Woman's Hands, after

Raphael (1820-24; W J5p, *39, 241; fig. 138

Madonna della Granduca, after Raphael (1821-24;

W 130), 243, 244^ fig. 143

Maison du Roi, Paris, painting for, 223

Male Torso ( 1 800; W 4), 30, 30, 33, 129,, 130, 545; fig. 44

The Martyrdom ofSaint Symphorian (1834; W 212),

260 , 275, 282
, 285, 286-87, 299m, 323, 330,

340, 497, 503, SQ4, 5o5, 5i8n., 533, 53^ 548, 549,

55o; figs. 16^ 292

parody of, by Bertall, 5o5, 509; fig. 298

study for (1833), 282, 284; figs. i&z, i£8

Minerva (1864; W 2633,9, ^ fig- L2

Moliere at the Table ofLouis XIV, 540

Napoleon at the Kehi Bridge (before 1806; pencil and

pen), 31, 31; fig. 48

Odalisque (W 226), 288m

Odalisque with Slave (1840; W 228), 306m, 329, 329,

410, 5 I 8n., 531, 551, 552, 555, 556; fig. 190

Oedipus and the Sphinx (1808; W 60), 98,^, 330, 351,

3B6, 408, 506, 546, 549, 550, 552; fig. 82

Oedipus and the Sphinx (W 315), 372, 555

Orleans chapel, stained glass designs for, 354-55

Orleans tomb commissions, 533

Paolo and Francesca (1814; W iqo), 108, no, 144, 325,

5i8n., 5473 fig- LPJ

Paolo and Francesca (W 121), 223, 548, 552

The People, Victorious inJuly 1830 (1830), 281, 282;

fig. 165

La Petite Baigneuse {Interieur de Harem; 1 828; W 205),

13, fig. 19

Philip V ofSpain and the Marshal ofBerwick (W 120),

518m, 548, 532

Portrait ofa Boy, portrait drawing (ca. 1793-94; N 63,

77—78, -8, i77n.; cat. no. 33

Portrait ofa Man, portrait drawing (1 797; N 13), 77,

82, 82; cat. no. 17

Portrait ofa Man, portrait drawing (ca. 1797; N 14),

77-78, 83, £2, 177n.; cat. no. l8

Portrait ofa Man, portrait drawing (181 1; N 68), 172,

172, 176m; cat. no. 45

Portrait ofa Man, possibly Edme Rochet, pere (1814;

N 115), 178, 17.9; cat. no. 49

Portraitofa Woman (1802; W 12), 546

Raphael and the Fornarina (1812; W 86), 547, 549

Raphael and the Fornarina (1814; W 88), 12, 150, i5o,

154, 299n., 325, 5474 fig. 122

Reclining Nude, two studies (ca. 1808),^ 1033 figs. 83,

84

"Reclining Nude " (Madame Ingres), daguerreotype by

Millet, 107, ioQj 438; fig. 99
Roger Freeing Angelica (1819; W 124), 108, 111, 111,

12m., 235, 323, 322, 374n., 410, 547, 548,551,

532; fig. 104

Romulus, Conqueror ofAcron (1812; W 82), 106, 108,

135, 367, 546; fig- 96

Saint Ferdinand of Castille, cartoon (1842), 334, j5^,

39'; fig- 158

Saint Fidele, Martyr (lost), 332

Saint Germaine Cousin ofPibrac, with Armand

Cambon and Michel Dumas (1856; W 278).

536, 5& fig. 325

The Scepter ofCharles F(i8o6; pencil), 68, .70; fig. 74.

SeatedMan (ca. 1808), 129

INDEX 591



Self-Portrait, after Raphael (1820-24; W 163), 23.9,

ML fig-

The Sistine Chapel (18 14; W 944, 107, ^09, I2°i 124?

518m, S4iii2jfig. ioq

7",4e Sistine Chapel (1820; W 131), 235, 148

The Sleeper ofNaples, also called Nude Woman

Sleeping (ca. 1808), 98, gg, 101, 108, 118, 144,

H9i 147; fig- 85

Za Source (ca. 1830-56; W 279), 358,45,?, 441, 51511.,

52m., 546, 544, sis; fig- 202

Au^y 0/a« OWMan (W 52), 98

Symbolic Objects (Hand ofJustice; Scepter of

"Dagobert") (1806; pencil), 68, 69; fig. 73

Temptation of Christ (never painted?), 534, 541-42

7"Ae Tombfor the LadyJane Montagu, 190, 555

Torse, Prix du, entry (1802; W gY, 545

Tracing ofa Figure ofSatanfor a Temptation ofChrist

(1836), S33, 534; ng. 321

7fo Turkish Bath (1862; W 312), 372, 373, 456, 469,

515^,554, 555; fig- 220

Unknown Man, portrait drawing (1796; N 10), 26, 77,

39,^,17711.; cat. no. 14

unknown man, portrait drawing of (ca. 1811; N 74), 527

The Vengeance ofMedea, 3J

Venus Anadyomene (1808—48; W 257), 256, 357—58,

j5z, 362, 418, 45^ 4% 546, 552, 553; fig- 2Qi

Venus Anadyomene (ca. 1858; W 259), 358,3^; fig. 203

The Venus ofUrbino, after Titian (1822; W 149), 240,

24L fig- 140

Venus on Paphos (1852), io, ir, 537-38, 540; fig. 14

"Vierge mediatrice," 555

View ofRome (1809), 166, 166; fig. 132

View ofthe Villa Medici, Rome (ca. 1806), 97, ,97;

fig- 72
The Villa Medici Seenfrom the San Gaetano Pavilion

(1807), £7^23 fig- So

Virgil Recitingfrom "The Aeneid" (1812; W 83), 106,

io§i 514* 14°^ 5474 55°) 15$i fig. 54
Virgin and Child (lost), 299m

Virgin with the Blue Veil(W 203), 2990., 548

The Virgin with the Host (1841; W 234), 4, 332, 356,

356, 357, 367, 382, 389, 410, 45L 5l8n„ 531, 55L

fig. 200; copy of (1851), 538

study for (W 229; lost), 299n.

The Virgin with the Host (1852, W 268), 375n.

The Virgin with the Host (1854; W 276), 9, /o, 299n.,

367,368,375^, 543; fig. II

The Virgin with the Host (i860, W 296), 37511.

The Virgin with the Host (1866, W 325), 375m

The Vow ofLouis XIII (iftz^; W 155), 7, 13, 34, 53, 74,

113, 120, 214, 241, 24^ 246, 273-75, 312, 323,

312, 347, 383, 32^ 5°L 5 l8n-> 529, 548, 549;

fig. 146

Young Man with an Earring (1804; W H>);jr2, 33, 44,

18; fig. 50

Ingres, Mme Jean-Auguste-Dominique, nee Madeleine

Chapelle, 106-7, 1 52.—55, 236, 254, 264, 325, 531, 546

character, 132, 155, 242, 248n.

Ingres's domestic life with, 2&Q

Ingres's letter to, before they met, 152, 264

as Ingres's model, 154, 310, 532

Ingres's portrait drawing of (probably 1813; N 97),

.107, n<jn., 154, l54\ fig. 131

Ingres's portrait drawing of (ca. 1824; N 283), 107,

155, 270, 2ji; cat. no. 94J

Ingres's portrait drawing of (ca. 1829; N 324), 107,

155. 2S4. 316, 317, 467; cat. no. ioj}

Ingres's portrait drawing of (1830; N 328), 107, 155,

264, 317, 3j2i cat. no. 109

Ingres's portrait drawing of (1835; N 363), 107, 155.,

324, 325; fig- 186

Ingres's portrait drawing of (1841; N 378), 107, 141,

328, 349, 34.91 cat. no. 118

Ingres's portrait drawings of (N 127, N 128)
,
115m

Ingres's portrait drawing of, conversing with Mme
Leblanc and her daughter (1822-23), 243, M3i
fig- 143

Ingres's portrait of (probably early 1814; W 107), 107,

152—55, 153, 254; cat. no. 36

Ingres's portraits of (N 3273 N 402, W 269), 155, 328

Ingres's study of called "Reclining Nude," 107, *Q9,

43l; fig- 22
sickness and death of (1849), 144, 365, 433, 469, 472,

484, 553

at Villa Medici, 326

Ingres, Mme Jean-Auguste-Dominique (the 2nd), nee

Delphine Ramel, 74, 134, 368, 383, 441, 479, 484-85,

S53

Disderi's portrait of, 368; fig. 214

Ingres's portrait drawing of (1852; N 427), 485, 486

Ingres's portrait drawing of (1855; N 436), 368, 484—85,

4_85; cat. no. 159

Ingres's portrait of (1859; W 290), 367, 368, 463, 485,

505, 555; fig. 213

life, 486

Ingres, Jean-Marie-Joseph (father), 24, 33, 43n., 50—52,

56,111, 545,147

Ingres's gift of a copy of his self- portrait, 74

Ingres's portrait drawing of (1792; N3), 54, 77

Ingres's portrait drawing of, and two of his daughters

(ca. 1796), fig. 334

Ingres's portrait of (1804; W 16), 26, 33, 44, 50—53,

5JL 5^3 5i<5n., 546, 554; cat. no. 4

works by, 77-78

Ingres, Mme Jean-Marie-Joseph, nee Anne Moulet

(mother), 26, 50, 545

Ingres's portrait drawing of (1814; N 143), z5, 26;

fig. 38

Ingres, Thomas-Alexis (brother) (1799-1821), 42n., 52

Isabey, Jean-Baptiste, 554

caricature of Cherubini (ca. 1810), 383,3^3; fig. 126

Italy, under the Empire, 104

Jacquiot, Mile, 549

Jal, Auguste, 172, 298, 506, 507-8

Jay, Laure, 490

jewelry, fashion in, 452, 452; fig. 279

Jewish women, stereotypes of, 421

Joncieres, Felix de, 84

Joncieres, Victorin, 84

Josephine de Beauharnais, Empress, 46, 120, 146, 222;

fig- 7°

Joubert, Philibert-Laurent de, 38, 40; fig. 55

Jouberthon, Marie-Laurence-Charlotte-Louise-

Alexandrine, 148

LeJournal de VEmp'ire {Le Journal des debats), 7m.

Journal des artistes, 279, 391, 508

Journal des debats, 274, 282, 300—303, 320, 498

journalists, Ingres's view of, 497—98. See also art critics

Kaunitz, Caroline, Leopoldine, and Ferdinandine

(sisters), 220—22

Ingres's portrait drawing of (1818; N 224), 220—22,

2zi, 227; cat. no. 77
Kaunitz-Riefberg, Wenzel, Fiirst (Prince) von, 220, 227

Kerner, Johann Georg, i8_B

Khokhlova, Olga, 17, ij^ 20; figs. 28—32

Klagmann, Jean-Baptiste, 414

Knudtzon, Jergen von Capellen, 209-10

Koster, Louis, 188

Labouchere, Pierre-Antoine, 169

Labrouste, Pierre-Francois-Henri, 481—82

Ingres's portrait drawing of (1852; N 426), 481—82,

481; cat. no. 157

Labrouste, Theodore, 481, 513, 520m

Lacroix, Paul, 544

Lacroix, Mme Paul, 497

Lacuria, Louis, 304

La Fontaine, Oeuvres completes, Ingres's drawing for, 549

Lagrange, Leon, 373

Laisne, Victor,J.-A.-D. Ingres (ca. 1855), 462 ,
552

;
fig.

340

Lami, Eugene, Due d'Orleans (engraved by Dupont),

386,3,%); fig. 229

Landseer, Sir Edwin, 544

La Rochefoucauld, vicomte Sosthene de, 289^
La Rue, comtesse de, Ingres's portrait of(W 134, 32, 135

Latil, Cardinal Jean-Baptiste-Marie, 288n.

La Tour-Maubourg, Septime, 132, 325

Lavoine, Louis-Victor, 29on.

Lawrence, Sir Thomas, 242

Arthur Atherly as an Etonian, ijS^ 1494 fig. 109

Lazzerini, Cosimo Andrea, 243, 256, 262,

family, Ingres's portrait drawing of (1822; N 264),

244, 262—63, 263, 31m., 466; cat. no. go

Leblanc, Felix, 257

Ingres's portrait drawing of (1823; N 279), 257, 268,

268; cat. no. g4

Leblanc, Isaure-Juliette-Josephine, 247

Ingres's portrait of (1823; W 154?), 244, 244, 257,

34364 fig. 144

Ingres's portrait of (1834; N 359), 26m.

study of, by Ingres (1823), 260, 260; fig. 142

Leblanc, Jacques-Louis, 243, 256—60, 26m., 357

Ingres's portrait drawing of (1823; N 278), 2447,

267—68, 262; cat. no. 94

Ingres's portrait of (1823; W 153), 244, 256—61, 259,

548; cat. no. 89

studies for (1823), 260, 261; fig. 143

Leblanc, Mme Jacques-Louis, nee Francoise Poncelle,

243, 256-60

Ingres's portrait drawing of (1822; N 268), 257, 266,

266; cat. no. 92

Ingres's portrait of, conversing with Mme Ingres

(1822-23; chalk), 243, 243^ fig. 143

Ingres's portrait of (1823; W 152.), 24, 244, 256—61,

45^406,504, 517m, 5i9n., 548, 540, 554; cat,

no. 8j>; detail of, 234; fig. 134

studies for (1823), 25y, 260, 26b, 261; figs. 147,

148, 149, 150, 151, 154

Leblanc family, 466

Le Brun, Charles, 540

Leclerc, General, 140

Lefevre, Robert, 10, 42, 46, 64, 68, 500

Napoleon in His Imperial Robes, 10, 66, 68, 70, 71ft"',

500; fig. 68

Lefrancois, Georges, 287, 325, 326, 550

Lefuel, Hector-Martin, 2x2

Ingres's correspondence with, 34$

Le Go, Alexis-Rene, 325, 340—41, 380, 550

Ingres's portrait drawing of (1836; N 366), 328, 340-41,

341; cat. no. 143

Le Go, Mme Alexis-Rene, nee Giulia Serrati, 340-41

Ingres's portrait drawing of (1841; N 374), 327, 327,

328, 341J fig. 189

Le Go, Zephyrine

Ingres's portrait of(i84i; N 375), 428

Ingres's portraits of, possibly (N 272, 273), 341

Legrip, Frederic, 182

Leguay, Charles-Etienne, 164

Lehmann, Henri, 252, 327, 332, 345, 373, 380, 472, 531,

534> 539) 55°

collaboration with Ingres, 5413

J.-A.-D. Ingres (1863), 555; fig. 345

Lemoyne, Paul, 129, 1 30-3 2, 242

breaks with Ingres's wife, 248m

Ingres's portrait of (ca. 1S10-11; W 130), 129, 130—33,

131, 154; cat. no. 22

Ingres's portrait of (1841; N 379), 130, 132; fig. 116

Lenormant, Charles, 356-5 7, 382, 389, 508

Leonardo da Vinci, La Belle Ferroniere, 140

Leopold II, 546

Lepere, Jean-Baptiste, 145, 478, 552

Lequeux, Paul-Eugene, 162, 342

Lescot, Mile Hortense, 182

Ingres's portrait drawing of (N 124), 182

Leslie, Alfred, 6

Lestelley, A. de, 542

Lethiere, Alexandre, 184

family, Ingres's portrait drawing of (1815; N 140),

103, 184, 187, i8y; cat. no. 53

Lethiere, Mme Alexandre, nee Rosa Meli, Ingres's por-

trait drawing of, with her daughter, Letizia (1815;

N 139), 103, 184, 186, 1 86; cat. no. 54.

Lethiere, Auguste, Ingres's portrait drawing of (N 141)
,

184

592 PORTRAITS BY INGRES



Lethiere, Charles, 184

Ingres's portrait drawing of (1818; N 232), 184, 226,

zz6\ cat. no. 81

Lethiere, Guillaume Guillon, 20, 101, 103, 158, 182-84,

233,549

EmpressJosephine Enthroned, 68^ 70, 184a.; fig. 70

Ingres's portrait drawing of (1815; N 135), 103, 182—

84, 283 ; cat. no. 52

Ingres's portrait drawings of (N 6gj N 70), I76n., 1S2

Lethiere, Mme Guillaume Guillon, nee Marie-Joseph-

Honoree Vanzenne, 182—83

Ingres's portrait drawing of, and her son Lucien Lethiere

(1808; N 53], 103, 182, 185, cat. no. 53

Ingres's portrait of (N 50)^ 1&2

Leys, Henri, 554

Liege, Ingres's commission for painting for, 46—48

Linckh, Jakob, 217-19

Ingres's portrait drawing of, possibly (1817; N 213),

218, 218—20, 229; cat. no. 76

Liszt, Cosima, 345

Liszt, Franz, 327, 32S, 344-45, 414, 470, 550

dedication of musical works to Ingres, 345

Ingres's portrait drawing of (1839; N 372). 328, 344—

46, 345, 472; cat. no. 116

Louis-Napoleon. See Napoleon III

Louis- Philippe, king, 282, 300-302, 304, 324, 398, 447

collection of, 359

commissions given to Ingres, 354—55, 382, 534, 531

friendly to Ingres, 333, 353, 551

government of, 401, 414

Louis XIII, 274

Louis XIV, 183

Louis XVI, icjjT, 545

Louis XVIII, 143, 197, 547

Louvre, Musee du, Paris, 468

Galerie Charles X, 374n.; decorations, 277-78, 289^,

restoration of paintings at, opposition to, 371-72

Luynes, Honore-Theodore-Paul-Joseph d'Albert, due

de, 360-61, 365, 434, 490, 552

Mackie, Mrs. John, nee Dorothea Sophia Des Champs,

195-96

Ingres's portrait drawing of (1816; N 169), 103, in,

195—96, 296, 527, 5z8; cat. no. 60; fig. 324

Madrazo y Kuntz, Federico de,J.-A.-D. Ingres (1833),

^t£% 332

Magimel, Albert, 294, 365, 517, 553

monograph on Ingres, 75, 94
Maille, Caroline, 155

Maizony de Laureal, Jean-Francois, 106, 152

Maizony de Laureal, Mme, nee Adele Chapelle, 152

Ingres's portrait drawings of(N 102.-105 ), J1 5n -

Mallet, Charles-Francois, 166

Ingres's portrait drawing of (1809; N 53), ii4n., 166—

68. i6j\ cat. no. 42

Mallet de Chalmassy, baron Guillaume, l68

Mallet, Mme Guillaume, nee Anne-Julie Houel, 168—69

Ingres's portrait drawing of (1809; N 56), 168—69 ,

169, 170; cat. no. 43

Manet, Edouard, 356

The Fifer, 393, 392J fig. 233

Mantz, David, 359

Mantz, Paul, 512, 514

Marcille, Eudoxe, sale of (1857), 60

Marcotte, (Marcotte d'Argenteuil) Charles, 105-6, 107,

122-24, 136, 142, 178, 246, 264, 292, 309—10, 329,

356, 368, 401, 426, 484, 486, 488-89, 546, 5_5j

Ingres's correspondence with, 120, 146, 147, 154, 36^,

406, 407, 408, 422, 433, 434, 436, 439, 443n ->

447, 442i 459-62, 469, 480, 486, 487

Ingres's portrait of (1810; W 69), 122—25, l23, liSs

142, 178; 336, 5i6n., 546, 547; cat. no. 26

Ingres's portrait drawing of (i8n; N 64), 122^, 122,

i76n.; fig. 123

Ingres's portrait drawing of (1811; N 65), 122, 122,

527; fig- U2
Ingres's portrait drawing of (1828; N 308), i24n.

Marcotte, Henri, 330

Marcotte, Philippe-Marie-Nicolas, 490

Marcotte (Marcotte de Sainte-Marie), Marie, 309

Marcotte (Marcotte de Sainte-Marie), Mme Marie, nee

Suzanne-Clarisse de Salvaing de Boissieu, 292-

94, 309-10

Ingres's portrait drawing of (ca. 1826; N 302), 277,

294, 309—10, 3 09; cat. no. 103

Ingres's portrait of (1826; W 166), 17, 275, 292—95,

*99n., 3°9_> iPi 5170., 5493 cat. no. 92

study for (ca. 1826), 292, 294; fig. 171

Marcotte de Quivieres, 484

Marcotte family, Ingres's portraits of, 277, 309

Marcoz, Marie, Ingres's portrait drawing of (1813;

N 95), 148, 148, 539; fig. 123. See also Senonnes,

Madame de

Marie-Amelie de Bourbon, Queen, 354, 391, 414, 418

Marquet, Jacques, baron de Montbreton de Norvins, 106.,

122, 140-43, 173

Ingres's portrait drawing of (181 1; N 73}, 142, 173—74,

17.11 cat. no. 46

Ingres's portrait of (181 1, reworked after i8i4;W8i),

122, 135, 140-43, i4h 173, 356, 5QI-2, 548;

cat. no. 3JJ detail of, Sor, fig. 292; infrared

photograph of, 140, 142; fig. 115

Martin, Alexandre-Victor, Ingres's portrait drawing of

(1825; N 293), 276, 277; fig- 160

Martinet, Dr. Louis, 310— n, 313

Ingres's portrait drawing of (1826; N 306), 276
,

3

10—12
,

312, 313; cat. no. 104

Marville, Charles, 417

Ingres on His Deathbed (1867), 556'; fig. 348

photograph of Ingres's self-portrait of 1804 (ca. 1850),

36,74,454, 5
j6n -;% 282

Masoon, Alphonse, 463

Massard, Leopold, 344

Massart, Lambert, 344

Master of the Gardens of the Villa Medici, 1 i4n.

Santissima Trinitd dei Monti, 198; fig. 133

Master of the Little Dots, 1 14m, 527—28

Villa Medici (before 1 809), 527, 528; fig. 313

Mathey, Ulysse, 122

Maynard, Louis de, 283—84, 503

Mazois, Francois, 132, 132, 144, 1463 147, 527

Mecklenburg-Schwerin, Helene, grand duchess of, 386 ,

402, 551

medieval art, influence on Ingres, 6_£

Meissonier, Jean-Louis-Ernest, 554

Meli, Rosa, 184

Melier, Dr. Francois, 473—74

Ingres's portrait drawing of (1849; N 413), 473—74,

474\ cat. no. 153

Mely-Janin, Jean-Marie, 288n.

Menager, Jean-Francois-Julien, 103, 156-57

Ingres's portrait drawing of (1806; N 41), 103, 156—57,

i5y, 158, 160; cat. no. 37

Ingres's portrait drawing of (1810; N 60), 156, i76n.

Mengin de Bionval, Philippe, 176

Ingres's portrait drawing of (1812), 176—77, 777;

cat. no. 48

Mengs, Anton Rafael, 361

Menn, Barthelemy,/.-^.-X>. Ingres, 55z\ fig. 341

Mercure de France, 500

Merimee, Jean-Francois-Leonor, 69

Merimee, Prosper, 369, 411

Theatre de Clara Ga^ul, 299^
Messager des dames, ^04

Metternich, Prince, 220

Meung-sur-Loire

Ingres's country house at, 486-88, 533

Meyerbeer, Giacomo, 414

Meynier, Charles, 46, 277

Michelangelo, LastJudgment, 107, 325

Miei, Edme, 124

Miollis, General Sextius-Alexandre-Francois, ioi, 106, 547

mirrors

as backgrounds, 14, 131

images in, 8

La Mode, 499

Moench, Auguste, 537

Mokessier, Paul-Sigisbert, 426, 433, 440, 441, 442n.

Moitessier, Mme Paul-Sigisbert, nee Marie- Clotilde-

Ines de Foucauld, 8, 106, 356, 426-41

Ingres's portrait of, seated (1856; W 280), 8, 15, 16, 17,

22, 151, 410, 426-46, 428, 445, 452, 502, 538, 534J

cat. no. 134; detail of, 2, 442\ figs. ^ 273

study for (ca. 1846-47), 429, 429; fig. 263

studies for (ca. 1846-48), 426-46
, 430, 431, 43',

432, 432, 441; cat. nos. 135, 136, 137, n8;

figs. 265, 266

studies for (ca. 1847-48), 432, 432; figs. 267, 26.8

study for, by unknown assistant (ca. 1852), 439,

440; fig. 269

study for, by Ingres or by an assistant (ca. 1852-56),

4,19, 440; fig- 270

Ingres's portrait of, standing (1851; W 266), 2, 15, 17,

22, 426-46, 427, 45 1, 503, 509, 538, 553, 534J

cat. no. 133; detail of, 442; fig. 272

Studies for Ci8si), 426-46, 433, 433, 434, 434, 435,

435, 436, 437; cat. no. 139, 140, 141, 142,

H3
study for, by Cambon, 538, 538; fig. 328

study for (ca. 1852), 426—46, 438, 439, 440, S22,

538; cat. no. 144; fig. 305

Ingres's portraits of, 362, 368

Mole, comte Louis-Mathieu, 4, 353

Ingres's portrait of (1834; W 225), 4, 275, 276; 287,

324, 3 52, 3^9 , 408, 410, 505, 506, 508, 518m,

5i9n., 550, 551, 552, 554; fig- ijj

Moltedo, Joseph-Andre-Antoine (1751-1829), 125

Moltedo, Joseph-Antoine (b. 1775), 106, 122, 125—26

Ingres's portrait of (ca. 1810; W 71), 133, 122, 125—26,

127, 135, 136, 142, 146, 356, 526; cat. no. 27

Montagu, Lady jane, 190

Montagu sisters, Ingres's portrait of (1815; N is8), ^27

Montauban

city museum (later the Musee Ingres), 35, 532, 555

Ingres's associations with, 33-35

Ingres's bequests to, 365, 553, 556

Ingres's commissions in or for, 53, 56, 112, 241, 273, 274

Ingres's upbringing in, 23, ^0—^2

Ingres's visits to, 53, 288n., 549

Musee Ingres, 35, 457, 538

names street after Ingres, 532

Montbreton de Norvins, baron de. See Marquet, Jacques

Montfaucon, Bernard de, 66

Les Monuments de la monarchic francaise, 239

"Montgolfier, Mademoiselle de." See Bansi, Barbara

Morbilli, Therese de Gas, Degas's portrait of, 410, 410;

fig. 245

Moreau, Gustave, 434

Morimura, Yasumasa, 3

Mornand, Felix, 534, 520m

Mornay, comte de, 397n.

Mortier, comtesse, nee Leonie Cordier, 526

Mottez, Victor-Louis, 3050., 320, 338, 441-42, 464m,

540, 530

Moulet, Jean (Ingres's grandfather), 23

Ingres's portrait drawing of (1791), 23, 25; fig. 37

Mozart, Wolfgang Amadeus, Ingres's enthusiasm for, 12,

40, 348, 547

Murat, Caroline, queen of Naples, 7m., 108, 120, 144—

42,120

Ingres's portrait of (1814; W 90), 13, 108, 119, 135,

144—48, 245, 547; cat. no. 34J detail of, 96;

fig. 78

studies for (1814), 146, 147, 5^83 figs. 120, 121

portrait by Clarac, 146, 146; fig. 123

portrait by Gerard, 246, 147; fig. 124

Murat, Joachim, king of Naples, 103, 108, 144, 147, 546

fall of, 131, $42

Muret, Jean-Baptiste, 43n., 173

Musee des Monuments Francais, 32, 1x6

Musee Ingres. See Montauban: Musee Ingres

Nadar (Felix Tournachon), 3o6n., 380, 514

cartoon of a frozen spectator at Ingres's exhibition of

1855 (1855), 410, 509, 512; fig. 303

Ingres Chasing a Camera (1857?), 339, 55. fig. 342
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Nannoni, Lorenzo, 87

Napoleon L, 46-48, 50, 65-71, 197, 209, 583

coup d'etat of 1799, 300, 545

declared emperor, 65, 546

dynastic ambitions of, 158

first abdication of, 547

Ingres's portraits of, 4—5, 10—12, 32—33

Ingres's portrait drawing of (1803-4), 48,49, 50, 179;

cat. no. 3

Ingres's portrait of (1804;W 14), 5, 13, 32-33, 46-49,

47, 50, 65, 68, 146, ^2on., 546, 554; cat no. 2

Ingres's portrait drawing of (before 1806), 32,^ fig. 48

Ingres's portrait drawing of (1806; W 27), 10, 16, 37,

41, 64, 65—72, 6>, 499, 525^ 546; cat. no. io;

detail of, 4.96'; fig. 28S

Ingres's portrayal of (1853; W 271), 5, 6; fig. 5

other artists's portrayals of, 10, 33, 46-50, 48, 65—71,

6ff, 70, 7m., 499-500; figs. 62, 66, 67, 68, 69

popular adoration of, 143

tomb of, project, 357

Napoleonic Empire

fall of, in, 256

in Rome, 101, 1-33, 135

Napoleonic wars, booty, 27

Napoleon III (Louis-Napoleon Bonaparte), $, 296, 351,

177,400,422,440,553

accession of, 421

Flandrin's portrait of, jtj/, 392; fig. 234

government patronage of Ingres, 366-68

Naudet, Thomas-Charles, q8_, 103

Ingres's portrait drawing of (1806; N 42), 102, 103,

Hi; fig. 89

Navez, Francois-Joseph, 244

Nemours, due de, 355

Netherlandish art, influence on Ingres, 48

Nicaise-Lacroix, Adele, 106

Niel, Georges, 512—13

Niepce, Joseph Nicephore, 6

Nieuwerkerke, comte Alfred-Emilien de, 371-72, 373,

437, 553

Ingres's portrait drawing of (1856; N 43$), 371, ,372,

555;%
Nitot, Etienne,46

Nogent, Joseph-Antoine de, Ingres's portrait of(W 106),

270

North, Frederick, Ingres's portrait of (1815; N 150), 190, 219

Norton, Elizabeth, 00

Ingres's portrait drawing of, and her half sister (1804;

N 3l)j L4j 90—91, 5^; cat. no. 22

Norvins, baron Montbreton de. See Marquet, Jacques

Notre-Dame de Lorette (Paris), 281

Odevaere, Joseph-Denis, 98, 546

Orleans, Ferdinand-Philippe, due d', 324—25, 330—33,

335m, 356, 382, 386—92, 401

commissions to Ingres, 386

death of, 390, 405

Ingres's friendship with, 351

Ingres's portrait of (1842; W 239), 246, 351, 352, 354,

356, 3 59, 382, 386-93, 387, 401, 416, 433, SOS,

551; cat. no. 121; detail of,,?5;; fig. 195

study for (1841), 386, 389, ,190; figs. 230, 231, 232

Ingres's portrait of (1843; W 242), 354, 386, jfo, 391,

392; fig. ZlS

Ingres's portrait of (J844; W 245), 246, 354, 386—93,

388, 391—92, 401, 405; cat. no. i_22

Lami's portrait of, 386, 389; fig. 229

Winterhalter's portrait of, 389, 391; fig. 233

Orleans, Louis-Philippe d\ See Louis-Philippe

Orleans family, funeral chapel, 391, 551

Orleans regime, 282, 296

fall of, 364-65, 392

right wing attacks on, 499

OurLady ofLoretto (medieval statue), 66

Overbeck, Friedrich, 112

Paganini, Niccolo, 220, 227-28, 316, 345

Ingres's portrait drawing of (1819; N 239}, 220, 227—29,

228; cat. no. 82

Ingres's portrait drawing of (before 1831; N 238),

228, 229, 22.9; cat. no. 83

other Ingres portraits of, 228

Palais du Luxembourg, Paris, Chambre des Pairs (Throne

Room), Ingres's commission to decorate, 351

Palliere, Leon, 212m

Palombara Sabina, town of, 252, 527; fig. 312

Panckoucke, Cecile, 488—89

Ingres's portrait drawing of (probably 1856; N 443),

488—90, 489; cat. no. i6j

Panckoucke, Henri-Phitippe-Joseph, 13^ 178

Panckoucke, Mme Henri-Philippe-Joseph, nee Cecile-

Francoise Bochet, 178, 484, 486, 488

Ingres's portrait drawing of (i8n; N 73), 138, 138,

178, 488; fig. u3
Ingres's portrait of (1811; W tl\ 122, 135, 235, 178,

486, 488; fig. 117

La Pandore^ 298

Paris, Pierre-Adrien, 102, ii4n.

Pastoret, Adelaide de, 295, 298; fig. 175

Pastoret, Amedee-David, comte de (later marquis), 239,

276, 295-98, 146, 357,

4

01> 548, ill

banquet for Ingres, 1841, 353-54, 5_jJ

Ingres's portrait of (1826; W 167), % 275, 276, 294,

295-300, 297, 359, 389, 416, 502, 517^, 548,

549, 554J cat. no. 98

study for (ca. 1826), 296, 296; fig. 173

Pastoret, comtesse de, Ingres's portrait drawing of (1822;

N 263), 295, 296; fig. 172

Pastoret, Emmanuel de, 296, 208; fig. 176

Pastoret, Louise-Alphonsine de, 295

Paulin-Guerin, Jean-Baptiste, 549

Pelletan, Eugene, 5i5n.

Penseurs (Primitifs), 29

Percier, Charles, 129, 212

Pereires family, 421

Perrier, Charles, 452, 519^, 520n.

Petit, Pierre,J.-A.-D. Ingres (ca. 1865), 5S& fig. 344.

Petit-Radel, Philippe, Ingres's portrait drawing of (1811;

N 67), i76n., 527

Petroz, Pierre, 572

Pettibone, Richard, j.t-?.?.

After Ingres, 21^ 22; fig. 34

Phidias, n, 66

photography

acceptance of, in artists' studios, 463

compared to Ingres portraits, 359, 362-64, 410- 11

"truth" of, 6

Picasso, Pablo, 16, 441

influence of Ingres on, 16

Gertrude Stein, 16, z% fig. 26

Olga, 17, 20; fig. 3j

Olga (photograph), 17, fig. 28

Olga in an Armchair, rj^ 18, 19; fig. 25)

Olga in a Robe, 17, 20; fig. 30

Portrait ofa Young Girl, 18, 20; fig. 33

IVoman Reading (Olga), 17, 20, 441; fig. 32

Pichon, Auguste, 392, 53^ 536, 537, 540

Pichot, Amedee, 361

Picot, Francois-Eouard, 277, 29m.

Pietro, Nena di, 120

Pils, Isidore, Allegorical Portrait ofCherubini, after

Ingres, ^1^382; fig. 225

Piombo, Sebastiano del, 43n.

Piroli, Thomas, works after John Flaxman. See under

Flaxman, John

Pius VII, Pope, 147, 157, 169, 546

Planche, Gustave, 282, 368, 421, 503, 514

Pollet, Victor, 326

Pommereux, Monsieur, 298

Ponroy, Arthur, 509

Pontormo, Jacopo da, influence on Ingres, 105, 124

Poran, Charles, 380

portraiture

Baroque, 66, 6S

18th-century, 176

modern revival of, 3

19th-century, ideas about, 498-99

status of, 26, 498, 506

postmodernism, Ingres's similarities to, 22

Potrelle, Jean-Louis, 72, 456

etching of Ingres's Lorenzo Bartolini, 36^ 37, 4S6; fig. 55

etching of Ingres's self-portrait of 1804, possibly

(before 1 8 50), 36, 36, 74, 454, 456, s*6n.;

figs. 54, 281

Poussin, Nicolas

influence on Ingres, 5, 8, 331

monument to, at Les Andelys, 553

monument to, in San Luigi dei Francesi, 137

Death oj Germanicus, 331

Self-Portrait, %Sh ^80; fig. 10

Testament ofEudamidas, 331

Pradier, Charles-Simon, 330, 549

Preault, Auguste, 397m

Pre-Raphaelitism, 68

Primitifs (Penseurs), 29

Puccini, Giacomo, 414

Pudicity, ancient figure of, 489

Pujol, A.-D. Abel de, 277

Quai, Maurice, 29

Quatremere de Quincy, Antoine-Chrysostome, 132

Quotidienne, 509

Rachel (actress), 397n.

Ramel, Adrien, 488

Ramei, Albert, Ingres's portrait drawing of (1861; N 448) ,

488

Ramel, Delphine. See Ingres, Mme Jean-Auguste-

Dominique (the 2nd)

Ramel, Edmond, 486-88, 554

Ingres's portrait drawing of (1855; N 435), 368, 486—88,

487; cat. no. ifki

Ramel, Mme Edmond, nee Irma Donbernard, 486-88

Ingres's portrait drawing of (1855; N 435), 368, 486—88,

487; cat. no. 160

Ramel, Jean-Baptiste-Joseph-Dominique, 486

Ingres's portrait drawings ofM and Mme (1852;

N 428, N 429), 486

Ramel, Mathilde, Ingres's portrait drawing of (N 437), 488

Ramel family, 368, 486

Ramirez di Montalvo, Antonio, 459

Raoul-Rochette, Desire, 531

Raphael, 112

influence on Ingres, 5, 7, 12-13, 27,41, 1Q6, 235, 240-

4L 243m, 246, 273, 275, 299n., 323, 357, 366,

463,507.133

Ingres compared to, 154, 304, 382

Ingres's copies ofwork of, 241

Baldassare Castiglione, 304, 305, 456; fig. 181

La Fornarina, 13, 40. 413 (50; fig. 60

Madonna della Sedia, 12, 13^ 27, 40—41, 62, 687

fig- 17

Portrait ofMaddalena Doni, 294m

portrait of Pope Leo X,7, 3o6n.

The Sistine Madonna, 13, i4\ fig. 18

Vatican Stance, 361

Rasponi, Contessa, nee Louise Murat, 146

Raulin, M., 408

Rawdon, Mrs. John Theophtlus, nee Frances Hall-

Stevenson, 190, 192-93

Ingres's portrait drawing of, possibly (ca. 1815—30;

N 157), 192—93, 1,92; cat. no. 58

Rayneval, Clemence de, 8

Ingres's portrait drawing of (1841), 8,5; fig. 9

Realism

emergence of, 512

Ingres and, 260, 275

Recamier, Madame, 142, 5z4\ fig. 306

Ingres's sketch for David's painting (ca. 1800), 23m,

29, 524, 524k fig-m
Recueildes roys (16th-century compendium), 11

Clotaire / from, n, 12^ fig. 16

Regnault, Jean-Baptiste, 164, 549

Reinaud, Marius, 119

Reinhold, Johann Gotthard, 1S8

Reinhold, Frau Johann Gotthard, nee Sophie Amalie

Dorothea Wilhelmine Ritter, 188-90

594 PORTRAITS BY INGRES



Ingres's portrait drawing of, and her two daughters,

Susette and Marie (1815; N 149), 188-90, 18.91

cat. no. 56

Reinhold family, Ingres's portraits of (N 200; N 185),

188

Reiset, Marie-Eugene-Frederic, 302,3s 362, 372, 456-57,

468

Ingres's correspondence with, 456

Reiset, Mme Marie-Eugene-Frederic, nee Augustine-

Modeste-Hortense Reiset, 356, 468-70

Ingres's portrait drawing of, and her daughter,

Therese-Hortense Marie (1 844; N 400), 468-70,

469; cat. no. 151

Ingres's portrait of (1846; W 250), 362—64, 362, 421,

469, sign., su; fig. 203

Reiset family, 468

Ingres's portraits of (N 397; N 398; N 399; N 423),

468 69

Rembrandt van Rijn

influence on Ingres, 462-63

Self-Portrait at the Age ofSixty- Three, 462-63, 462;

fig. 284

self-portrait of (1633), 462

Remusat, Charles de, 298

Renaissance, 112, 124 , 150

influence on Ingres, 240, 323

Renan, Ernest, nS, i8\ fig. 25

Rennie, John, 21S

Renoir, Pierre-Auguste, 3, 373, 482

Reveil, Achille, 52, 125m, 197, 316, 365, 406, 456

Engraving after Ingres's 1804 Self-Portrait, $46-,

% 333

Revoil, Pierre, 32, 107, 116, 478

Revolution of 1830, 281-83, 300

Revolution of 1848, 364-65, 400, 421, 552

Revue de Paris, 340

Revue des deux mondes, 2S2

Reynolds, Sir Joshua, 5, 7

Richard, Fleury, 32, 107, 116, $46

Ridolfi, L., 270

Rigaud, Louis XIV, to

Riviere, Mile Caroline, 40, 62, 64

Ingres's portrait of (1806; W 24), 12, 13, 38,^9, 41, 62,

64, 275, 499, 500, 546; fig. 58; detail of, 525-26,

525; fig. 309

Riviere, Jacques, 39

Riviere, Paul, 62

Riviere, Philibert, 38—40, 62-64, 526

Ingres's portrait of (1804-5; W 11V I2
> 38, jg, 62,

138,11611., 546; fig. 57

Riviere, Mme Philibert, nee Marie- Francoise-Jacquette-

Bibiane Blot de Beauregard, 40—41, 62—64

Ingres's portrait of (1806; W 23), 12, 13, 18
,
22, 38,

40, 62—65, 63
•>
I02 -> [35) 294, 499, 500, 546; cat.

no. 9j detail of, 24; fig. 36

Robert-Fleury, Joseph-Nicolas, 371, 414, 42311.

Robin, Dr. Jean-Louis, 170

Ingres's portrait drawing of (ca. 1810; N 57), 170—71,

ni\ cat. no. 44
Rococo art, reaction of artists toward, 14-15

Roger, Eugene, 29on.

Roman art, influence on Ingres, 10

Roman fresco from Herculaneum, Herakles Finding His

Son Telephos, 429, 429; fig. 264

Romanticism

vs. classicism, 273, 323, 383, 502, 511

Ingres's struggle against, 273, 369

Ingres's work and Romantic artists, 278, 288n., 289m

Rome
cholera epidemic of 1837, 328, 550

foreign artists working in, 112, 174

in French Empire, 101, 133, 135

international exhibition of 1 809, 118, 546

See also Ingres, Jean-Auguste-Dominique: Rome
Roqueplan, Camille, 354

Roques, Joseph-Guillaume, 12, 26, 545

Rosenberg, Paul, 16

Rossini, Gioacchino Antonio, 422

Rothschild, Alphonse de, 421, 422

Rothschild, baron James de, 401, 414

Disderi's photograph of, 414, 417; fig. 247

Flandrin's portrait of, 414, 422, 422; fig. 260

Rothschild, baronne James de, nee Betty von Rothschild,

356, 414-23

Disderi's photograph of, 422, 423; fig. 261

Ingres's portrait of (1848;W 260), 357-58,414-25,^5,

429, 432, 441, 505, 539, 55i, »i; cat, no. 132;

detail of, 416; fig. 246

photograph of, by Disderi, 422, 42.V, fig. 262.

studies for (ca. 1842), 416, 418; figs. 249, 250, 251

studies for (ca. 1847), 417, 418, 419, 420, 421;

figs. 252,253,254. 255. 256,257,258

Rothschild, Charlotte, baronne de, 416, 422

Scheffer's portrait of, 416, 417, 423m; fig. 248

Rothschild family, 414, 421—23

Rouget, Georges, 5^4

Rude, Francois, 224

Ruff, Thomas, 3

Russell, Bertrand, 19J

Russell, John, sixth duke of Bedford, 190-91

Ingres's portrait drawing of (1815; N 152), 190-91,

IS/J.> cat. no. 57

Saint-Aubin, Augustin de, 176

Sainte-Beuve, Charles-Augustin, 472

Saint-Simon, Claude-Henri, comte de, 84

Saint-Sulpice, Paris, 225

Saint-Vincent-de-Paul, Paris, 5^2

Salmon, Louis-Adolphe, 472

Salon

Academie's control of, 371-72

artists' boycott of, in favor of private display, 356

history of, 51511.

Ingres's aversion to, 289m, 5_5j

as popular entertainment, 497

See also Ingres, Jean-Auguste-Dominique: exhibitions

Salon des Refuses,
3J7J

Salviati, influence on Ingres, 239

Sand, George, 3J3

Santissima Trinita dei Monti, Rome, renovation of, 1 12,

132,213,547

Sargent, John Singer, 3

Sault, C. de, 472

Sayn-Wittgenstein, Princess, 345

Scheffer, Arnold, 28911.

Scheffer, Ary, 289^, 416

Charlotte, Baronne de Rothchild (1842?), 416, ^7, 423^;

fig. 248

Schiller, Friedrich von, 1S8

Schnetz, Victor, rj2, 551

Schweizer, Johann Caspar, 85-87

Sebastiani, Ingres's portrait of (undated; N 218), 527

Segur, comte de, 468

Senonnes, Alexandre de la Motte-Barace, vicomte de,

120, 148

Senonnes, Madame de, nee Marie-Genevieve-Marguerite

Marcoz, later vicomtesse de Senonnes, 148— si

Ingres's portrait of (1814; W 109), 14-15, 22, 147,

148—52, 149, 292, 294, 410, 440; cat. no. 35

studies for (1813-14), 151, iSjj 525; figs. 128, 129, 130

Servieres, Eugenie, 184

Sherman, Cindy, 3, 22,

Untitled 204 (photograph), 2/, 22; fig. 35

Sieyes, Emmanuel-Joseph, 6, 2j fig. 7

Sigalon, Xavier, 325, 328, 550

Silvestre, Theophile, 383, 406, 452

Simart, Pierre-Charles, 343, 360, 478, 490-91

Simart, Mme Pierre-Charles, nee Amelie Baltard,

49Q-QI

Ingres's portrait drawing of (1857; N 444), 490—91,

491; cat. no. u$2

Simon, Jean-Charles-Auguste, 88

Ingres's portrait drawing of (1802-3; N 30), 28, 88—89,

<?9j cat. no. 21

Ingres's portrait drawing of (1806; N 36), 88, 95,^5;

cat. no. 24

Societe des Artistes Peintres, Sculpteurs, Architectes et

Dessinateurs, 505, 552

Societe Nationale des Beaux-Arts, Galerie Martinet,

555

Stackelberg, baron Otto Magnus von, 217-18, 21S-19

Ingres's portrait drawing of (1817; N 213), 218, 218—

20, 2/9; cat. no. 76

Stael, Madame de, 401 , 404, 408, 411

Stein, Gertrude, 16; fig. 26

Stendhal, 142, 414, 502

Steuben, Alexander von, 1S2,

Stevens, Alfred, 484

Stiirler, Franz Adolf von, 345, 475-76

copy of Ingres's portrait of Bartolini,
5 35

Ingres's portrait drawing of (1849; N 415), 475—76,

4j5\ cat. no. 154

Stiirler, Mme Franz Adolf von, nee Matilda Jarman,

Ingres's portrait drawing of (1861; N 449_)_, 476,

488, 494—95, 495; cat. no. 165

Suvee, Joseph-Benoit, 87, 98

Taillepied de Bondy, Francoise, Vicomtesse, 439

Talansier, Jean, 148

Talma, Francois-Joseph, 90

Tanay de' Nerli, Marchese, 459

Tanneguy Duchatel, comte Charles-Marie, 554

Tassi, Agostino, 540

Taurel, Andre-Benoit Barreau, 155, 214, 312

Ingres's portrait drawing of (1819; N 241), 214, 2.30,

231, 312; cat. no. 84

Taurel, Charles-Edouard, 214

Taurel, Charlotte-Madeleine, 214

Ingres's portrait drawing of (ca. 1825; N 294), 214,

308,. 3 off; cat. no. 102

Taurel family, 264

Taylor, Isidore-Justin-Severin, baron, 359, 552

Teniers, David, the Younger, Prodigal Son, 116

Thevenin, Charles, 112, 213-14, 312, 547, 548

The French Army Crossing the Saint Bernard Pass,

214

Ingres's portrait drawing of (1817; N 201), 10, 214,

216, 2/6; cat. no. 74

Ingres's portrait drawing of (1816; N 190), 214

Thiers, Adolphe, 287, 325, 407, 550

Thiers, Mme Adolphe, Ingres's portrait drawing of

(1834; N 344), 2^2873 fig. 170

Thomas, Ambroise, 327, 343, 478, 490, 55'

Thomassin, Edouard, 545

Thomeguex, Antoine, 254, 466-67

Ingres's portrait drawing of (1841; N 384), 333,466—68,

467; cat. no. 130

Thomeguex, Antoine, pere, Ingres's portrait of(N 260),

Thomeguex, Pyrame, 243, 254, 262, 466, 467

Ingres's portrait drawing of (1821; N 258), 242, 243,

254,167; fig. 141

Thomeguex, Mme Pyrame, nee Jeanne Gonin, 155

Ingres's portrait of, possibly (1825; N 292), 467

Thomeguex family, 243, 254, 466

Thore, Theophile, 35J, 382, 389, 408, 509, 536

Thorvaldsen, Bertel, 101, 191, 209—10

Thruston, Charles Thomas, 202—3

Ingres's portrait drawing of (1816; N 178), 202—4,

2Qj; cat. no. 65

Thruston, Mrs. Charles Thomas, nee Frances Edwards,

202—3

Ingres's portrait drawing of (ca. 1816; N 179), 202—4,

20.;; cat. no. 66

Titian, Ingres compared to, 304

Tournon, comte Philippe-Camille-Marcellin-Casimir de

([778-1833X138

Tournon, comtesse de, nee Genevieve de Seytres

Caumont, 138
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Rome)

Vincent, Francois-Andre, 214
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